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PREFACE 
In this thesis I have attempted to trace the development 
of Little Theatre in Australia in general terms and relate this 
to the growth and role of Little Theatre in Queensland. The 
subject is extensive and the Little Theatres chosen for 
discussion may not be an exhaustive list. The research 
included here is a beginning, and I hope that students to come 
will add to this record and create a comprehensive survey and 
historical account of the part Little Theatre has played in the 
development of Australian theatre and drama. 
I should like to acknowledge the support I received in the 
years from 1974 when I first became interested in gathering 
together the many newspaper clippings and personal accounts 
that Little Theatre enthusiasts possessed but might never share 
with generations to come. Each person interviewed led to 
further sources of information and stimulation. In Sydney, 
those who gave support were Dr. M&rlis Thiersch at the 
International Theatre Institute and University of New South 
Wales, Doris Fitton in a memorable visit to the Independent, 
Dorothy Clayton at The Genesian Theatre, Russell Jarrett who 
had worked in major Little Theatres in Brisbane and Sydney, 
and particularly the staff at the Mitchell Library. In 
IV 
Melbourne I found support from Bob Carl at the Victorian Drama 
League and a genuine interest in my work from Joan Mazlen at the 
La Trobe Library. In Adelaide, Max Wearing at the Adelaide 
College of Advanced Education, Claire Leahy at the Therry 
Dramatic Society and Chris Butler at The Advertiser made 
records and scrapbooks readily available. In Brisbane 
numerous Little Theatre members have offered continued support. 
In particular, Joan Whalley, Jennifer Blocksidge, Kevin Ryan, 
Ray Dunlop and the staff at Fryer Library gave me ready assistance 
and displayed enthusiastic interest in the thesis. Without 
access to the material held by Little Theatres themselves I 
would not have the basis of work and I am indebted for this 
trust. 
My greatest support has come from Alrene Sykes, my 
Supervisor. I am profoundly grateful for her faith, her 
encouragement and her excitement in the thesis as it grew. 
Her inspiration has been equal to that of the subject itself. 
I would also like to thank my teaching colleagues for 
their patience and interest and the typists, Wendy Overson, 
Glenda Steinhardt and Donna Mustchin. 
"TAe Tiipinci brocee^uf^^ sdcfjiecl ^r h't/es has. b^en io enc/e&e 
Unhi^blisfitc^ hla^'K /H (^Hofcyion marks ^ici h w/!/^-//,^ jy^b/isAa^ h/o^p 
//4c35e. iwit tf-^3^ hJijes ^3'f d^rut cZ3S' h&ve. be^en excha^Kjed 
kH4 nii'stake^ 
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WHAT IS "LITTLE THEATRE?" 
In writing a thesis on Little Theatre in Australia since 
World War II, it is necessary not only to define which 
theatres are for discussion, but what is really meant by the 
term 'Little Theatre'. In this way the questions of why, who 
and where can be answered - in this way research has some 
boundaries. Herefvl/o<yj aiTe-mpti 3^6) cte^uMhon ot^ /^itlc Ht^tre^ h^ a vsri'ehf 
o-f researchers d>ivpii\r iters Smct- /'^S^. A/I these. Stcihn?eiifs eonf/'/b^tc Q aMoi/,^ 
of descnf^hofi, but none- ^e enfi'reUj 3ot\'^fdick>rH ^^ ^eAn/hons 
A manuscript article entitled "Non-Professional Theatre in 
Australia" written by Jean Campbell in 1948 defines Little 
Theatre as fundamentally and essentially a laboratory of the 
theatre. The terms Amateur and Repertory Theatre are used 
synonymously in this article with Little Theatre. 
- Amateur. Repertory. Little Theatre. 
Here are three names by which we know that 
theatre is non-professional. Actually all 
theatre should be amateur. Indeed, all 
art should be. 
...most people fail to appreciate the 
significance of the word "amateur", but 
that, for them, it suggests a crude 
adolescence playing coltishly at the real 
thing and achieving, at best, a poor 
imitation of i t . 
...unless any art is essayed and 
practised primarily for love, it is 
instantly prostituted. 
Repertory theatre is one in which the 
plays that would not perhaps be commercial 
successes, but that have already proved 
themselves of dramatic worth - have, in 
fact, already become established as non-
commercial successes - are performed. 
...Little Theatre is fundamentally and 
essentially a laboratory of the theatre. 
Between 1948 and 2978 opinions, a.ttitudes, theatres and 
definitions change, but Jean Campbell's statement is clearly 
what meinbers of Little Theatres in 1978 believe their role to 
be: that of providing theatrical experiences for both actors 
and audience in a workshop of educational processes not found 
in professional theatre. Here the actor can learn his craft, 
make mistakes, achieve great strengths; here the playwright 
can test his work, judge audience response, rewrite and share 
in the process of playmaking; here the audience learns to 
understand live theatre, experience a variety of plays and 
gain appreciation for theatre probably leading to increased 
attendance at professional performances. 
All this must be a 'laboratory' of theatre. 
As the plan of this thesis, is to trace the development 
of Little Theatre in Australia, with particular reference to 
Queensland, since World War II to the present, Jean Campbell's 
1948 comments on non-professional theatre form an introduction. 
Various descriptions since that date have followed: 
H.V. B gent in a survey conducted in Victoria in 1964 used 
the term "Amateur Theatre"; Ross Thome in a Survey in 1970 of 
N.S.W. used 'Community Amateur Theatre'. Essentially it is 
'amateur' theatre under discussion, but because the relation-
ship of 'amateux' and 'professional' is usually associa,ted with 
standards or monetary gains for performance, the philosophical 
term 'Little Theatre' has been chosen for this Thesis. 
Jean Campbell. "Non-Professional Theatre in Australia", 1948, 
pp 83 - 85. Manuscript in Mitchell Library, Sydney. N.S.W. 
At the Australian ui^£SCo Conference (International 
Theatre Institute) on Professional Repertory Theatres in 
Adelaide in 1966, 'Little Theatre' came under discussion under 
the heading of "Rural Theatre in Relation to the Rest of the 
Community". Colin Badger claimed that this particular kind of 
theatre was 
so painfully spread thin over the whole 
vast surface of this continent, its 
standards,..so low and achievements 
...so few that there seems little point 
in writing about it. 
He pleaded for the establishment of professional 
companies with a body of actors who would set standards and 
thus supply the teachers, adjudicators, administrators and 
advisors who would help the amateur (Little Theatre) people 
develop. Badger stated that the future of Australian theatre 
rested upon this growth of professionals. Yet he admitted 
that without a general climate of opinion in favour of drama, 
which the Little Theatre provided, the professional theatre 
could not exist. From his introductory statement quoted 
earler, he concluded that 
...it is the amateurs who act as the active 
agents for the drama in all parts of the 
country - in every village and town they 
keep alive the notion that drama is 
significant. By putting on plays, by 
reading them, by involving the community, 
through Festivals and inter-town and 
inter-regional visits, conferences and 
meetings, they keep the interest of the public 
2 Colin Badger, "Rural Theatre in Relation to the Rest of the 
Community", UNESCO Conference, in Australia on Repertory 
Theatre, Adelaide 1966. p. 57. 
3 in the theatre. 
This is completely the view of the Little Theatre members 
now. In general, they acknowledge more challenging and 
exciting professional standards by such professional 
theatre companies and see the role of Little Theatre as a 
service to the community and as a training ground for 
participants. 
The reason for using Colin Badger's paper is that it is 
more critical of Little Theatres than articles especially 
written on the subject, but ironically draws a similar 
conclusion. The survey conducted by Harold Baigent, Drama 
Director of the Victorian Council of Adult Education^in 1964 
offers very valuable material in support of the importance of 
Little Theatre. This introduction could be considered as 
clouded by partiality, if other references did not draw 
similar conclusions. 
The amateur theatre should be the backbone 
of the theatre in any country. From its 
ranks come many of the finest professional 
actors and producers. It provides dramatic 
fare in the remotest villages. It makes 
the general public theatre-conscious. It 
acts as a leavening throughout the 
community, stirring up interest in the 
theatre and breeding new generations of 
theatre-goers. Any "National" theatre 
comes as the answer to a need felt 
throughout a country. It cannot be 
imposed from on top. The amateur 
movement goes a long way to stimulating 
this need...amateur theatre .is a vital 
4 part of the living theatre. 
ibid., p. 62. 
4 
Harold Baigent, Survey of Little Theatre m Victoria, 1964, 
p. 1. 
Colin Badger suggested that the essential requirement 
for a living drama was the establishment of a strong and 
professionally competent theatrical profession, which must be 
publicly supported enabling it to defy box office fluctuations 
and pursue an adventurous policy in play selection. Without 
such theatre and a professional corps, little could be done for 
theatre in this country. For the rural drama to flourish, 
fully backed professional theatre must be established. But 
Harold Baigent claimed, after surveying three hundred rural 
and suburban groups in Victoria that "it cannot be imposed 
from the top". A 'National' theatre was the answer to a need 
stimulated by Little Theatres throughout the country. 
Graham McGuffie followed Colin Badger at the Unesco 
Conference with a paper entitled "The Rural Theatre and its 
Community" which is based heavily on the survey by Harold 
Baigent. He summed up with 'Long live the Rural Amateur 
Theatre!' It is also worth noting that Harold Baigent conducted 
another survey in 1974 where conclusions were similar to those 
drawn in 1964. The early definition is then the same, updated. 
Ross Thome's research on Community (Amateur) Theatre 
enables the definition to be filled out with descriptive 
qualities. It has been suggested that amateur, community, 
non-professional, rural theatre all stand as alternatives to 
'Little' as the name for the theatre under discussion. But 
what exactly is a 'Little Theatre' and who are those people 
who comprise a 'Little Theatre'? Thome, concludes that the 
continuing strength of Little Theatre, despite the rise and 
fall of commercial theatre and the rise of the art form 
cinema, is that this kind of theatre satisfies two needs of 
human beings which cannot be supplied by any other medium. 
The first is the need within many people to act out a role 
for an audience. The second need is integral to Thome's 
description of Little Theatre: the need sociologically, for 
group activity. 'Little Theatre' satisfies this 'group' need 
very differently from other Associations. 'Little Theatre' 
offers: 
positive creative value, synthesizing 
specialist skills of different members 
of the group which culminates in the 
performance. It is this coming together 
of different people with a variety of 
skills such as business, organizational, 
electrical, carpentary, dress designing 
and making, acting, architectural design, 
graphic design, music etc. which makes 
theatre an excellent community 
recreational activity - with the emphasis 
on the word 'recreate'...The trend has 
been moving away from the theatre of 
entertainment (only), the commercial 
theatre, the dead theatre, the holy 
theatre but towards a theatre of 
involvement, a community theatre, a 
do-it-yourself theatre... 
The hypothesis therefore is that theatre 
will not die but it will change, that 
it will become more active at a local 
community, probably amateur, level 
This quality of involvement of a variety of people in the 
community working towards a satisfying goal of performance to 
an audience is the make-up of 'Little Theatre'. The variables 
of number of performances per year, performance area, types 
of audience, numbers of members, types of plays, constitutional 
shaping and competitive spirit are referred to in a later 
chapter and in the Appendix. Howeye.r, the constancy of local 
coim^unity base and enthusiasm for the purpose of bringing 
5 
Ross Thome, Community (Amateur) Theatre. (Sydney: University 
of Sydney Press, 1970)^ pp.4-5. 
theatre to people is the inherent strength and description of 
'Little Theatre' in Queensland, and in all States of Australia. 
For the purpose of this thesis then, "Little Theatre" 
applies as a name to approximately 113 groups in Queensland 
and many more in South Australia, Victoria, New South Wales, 
Perth and Canberra, comprising members engaged in the amateur 
preparation and performance of plays to local community 
audiences. The major objective is the fulfilment of these 
members' desire to act, direct, or be involved in a play 
production in some other way. The members generally pay an 
annual subscription, and as deduced from a survey response, 
are classified as being those from a well educated class of 
people and having occupations requiring a higher education or 
organizational ability than average. 
It is these people who have the preparation 
educationally, occupationally and culturally 
to carry on such a venture. It is a case of 
the 'haves' in these terms being able to 
enrich their lives further without a great 
deal of additional preparation; the 'have-nots', 
educationally and occupationally do not desire 
to become members but then this may be more 
to do with lack of preparation particularly 
in education and experience... 
The 'Little Theatre' is an amateur society established 
primarily to satisfy the needs of those amateurs who group 
together. Most secretaries or presidents of Little Theatre 
groups, state that the group functions for the fulfilment of 
members and their interests. The Little Theatre is not in 
existence to compete with professionals, for its real 
objective is not entertainment of the public, but a social 
ibid.^ p. 45, 
reciprocation of fulfilling members' desires to act and so on, 
Ross Thome describes Little Theatre members in the 
summary to his Survey: 
There are more women interested in such a 
group, most members are married with 
children, are very Australian and live up 
to eight or more miles from the theatre. 
There is an above normal educational 
standard which is not necessarily 
reflected in the fact that half went to 
private schools. Occupationally, they 
are well above average standard in the 
community and four-fifths have 
qualifications in creative fields 
other than their normal job. A 
quarter have other cultural interests 
while two-thirds belong to a social or 
community service organization. In 
fact, it is overall a very middle class 
activity carried on by intelligent, 
active and interested people 
...the members joined mainly because they 
wished to act and it was found that 
professional theatre would present little 
competition to their activity. They 
enjoy getting along with other members 
and becoming excited at seeing their 
talent develop. This satisfaction is 
associated with the desire to retain 
the group for the fulfilment of its 
members... 
From these varied descriptions of 'Little Theatre' this 
thesis ^ the growth and role of Little Theatre in Australia, 
and particularly Queensland, can be discussed. 
ibid., pp.54-55, 
Ff\R.T 1 
LITTLE THEATRE DEVELOPMENT IN THE STATES OF N.S.W., 
VICTORIA, SOUTH AUSTRALIA AND IN THE AUSTRALIAN 
CAPITAL TERRITORY 
In order to position and trace the development of 'Little 
Theatre' in Queensland the established scene elsewhere in 
Australia must be summarized. Against this record, 
relationships and comparisons can be made. 
During the years of World War I, the commercial theatres, 
as in Europe and America, enjoyed a prosperity that revitalized 
them for some years. However, with the economic depression of 
the 'thirties', competition by the cinema and heavy 
entertainment taxes, commercial theatre began to decline. As a 
result the Little Theatre movements began to play an important 
part in the cultural life of Australia. The amateur and semi-
amateur ventures had originally been intended to provide an 
experimental stage for local playwrights and players, 
directors and all theatre craftsmen to f^re&entstage productions 
which commercial theatres avoided. In Australia, however, the 
Little Theatres did more than that. Paul McGuire pointed out in 
the 1940's that few people in Australia would have kept an 
instructed interest or sense of the theatre in the last twenty 
1 
years but for the Repertory movements. It was also 
significant that the early Little Theatre movements 
John Kardoss, "Theatre Arts in Australia" Address presented 
in Sydney, 2959, (Sydney: Wentworth Press, 1960), 
10 
endeavoured particularly to foster Australian drama. 
Pioneers of this were Leon Brodskey in Melbourne (1904), 
Bryceson Treharne in Adelaide (1908), Gregan McMahon (Melbourne 
Repertory Theatre - 1910), Doris Fitton (Independent Theatre, 
Sydney - 1930), Gertrude Johnson (Australian National Theatre 
Movement, Melbourne - 1937) and Brett Randall and Irene 
Mitchell (Melbourne Little Theatre - 1931). Little Theatre 
flourished in the depression of the early thirties, but it 
really began in Adelaide in 1908. 
SOUTH AUSTRALIA 
The Lone Hand gave the earliest reports (1908, 1909) of 
Bryceson Treharne's first Little Theatre. These original 
descriptions set the theatre in its period, that is, in the 
type of play and in the level of appreciation by the audience 
members - both predominantly described as 'intellectual' ^ 
"The first breath of a promising intellectual 
virility begins to show itself in Australia":, 
wrote Helen Jerome in a recent Lone Hand, 
adding her note to the chorus of protest 
against the theatrical situation in 
Australia, and to the plea for its 
regeneration. In the face of our growing 
intellectual needs this regeneration is 
bound to come, and therefore no movement 
is without importance that tends to educate 
us to an appreciation of something higher 
than the cheap and slipshod drama that now 
constitutes our theatrical fare. 
The cry for a repertory theatre found only 
a faint echo in Adelaide; yet, in a slow 
but solid little way of its own, the City 
of Churches is already preparing for the 
innovation. At the Conservatorium of Music 
there is a miniature repertory theatre, where 
in eleven months, some seventeen literary 
plays have been presented to crowded 
audiences. 
...Early in 1908 Bryceson Treharne, piano-
master at the Conservatorium, brilliant 
musician and enthusiastic artist, conceived 
the plan of forming a literary class among 
11 
his past and present students, with 
the idea of inculcating in them a wide 
culture and an interest in literary 
and dramatic art. 
In the September following, a notice 
was posted in the Conservatorium 
corridors, announcing to the world 
that a dramatic performance would be 
held in the North Hall on the evening 
of the 24th, when students and their 
friends were invited. And this 
modest announcement was the only 
publicity given to the first 
production. 
.,.The plays presented were Bernard 
Shaw's Napoleonic Study, The Man of 
Destiny; and W.B. Yeats' beautiful 
legendary play. The Land of Heart's 
Desire, surely one of the most 
exquisite and delicate pictures of 
the myStic-loving, poetic Irish 
temperament. 
...As an immediate result of (the 
second) performance a number of 
leading amateurs came forward with 
offers of assistance, while other 
people, interested in the movement 
for its intellectual value, 
exhibited an unusual thirst to 
participate by paying subscriptions. 
...A committee was formed under 
Mr. Treharne's direction to undertake 
the management of the performances. An 
annual subscription was levied upon 
every member of the class, whether 
performer or not; and it was decided 
that while the productions should still 
be private, everyone in the audience be 
asked to pay sixpence for a programme, 
to assist in defraying expenses. 
...Such to date is the history of this 
miniature repertory theatre. It is a 
modest theatre, with very few 
pretensions, situated in a modest 
corner of the Commonwealth. And since 
its productions cost only a few pounds 
instead of a few hundreds, it will 
probably cause neither Mr. Williamson 
nor Mr. Anderson any serious Anxiety. 
Rosman, Alice Grant. "A Miniature Repertory Theatre -
Adelaide's Brave Little Effort." THE LONE HAND, 1 Nov., 2909. 
pp. 111-116. 
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Immediate post-war comments on the activities of the 
Adelaide Repertory Theatre show the group in a strong 
position despite some criticism. Paul McGuire in his 
chronicles of Australian Theatre, uses this Little Theatre 
to exemplify his description of the role of Little Theatre in 
Australia. 
Repertory in Australia was originally 
designed to provide an experimental school 
for local playwrights and players and 
craftsmen and to put on pieces still too 
advanced in manner or matter for the 
popular stage. Repertory cannot be 
much blamed if it has been forced to 
play the popular roles...It did well 
to try to hold for the theare the wider 
audiences abandoned by the business men... 
The problem was especially acute in the 
smaller cities which through the 
doldrums hardly saw a competent 
professional company in years. 
As a case in point, the Adelaide 
Repertory Theatre had had sharp words 
from higher critics for its performances 
of popular pieces... 
By end of the season of 1910, audiences 
averaged eleven hundred; and the profits 
were considerable. From the first, the 
Adelaide Theatre sought to pay a 
comfortable way; very sensibly, because 
popular response is one ready, if rough, 
test of competence. But it strove for 
excellence. 
...The Society proposed to produce 
'plays of literary and artistic value', 
viz: 'poetic and symbolic dramas, 
plays bearing directly on the actual 
problems of life, translations from the 
works of German, French and Russian 
Dramatists, plays by Australian writers'. 
...The Adelaide Repertory Theatre had in 
1947 a membership of approximately 2,575. 
It gave eight major productions a year, 
each for a season of one week. 
...Its ambition is to produce each year 
at least one play by an Australian... 
Its Australian author in 1947 was Russell 
Oakes; his play (Enduring as the Camphor 
23 
3 Tree) is set m China. 
In 1930 this Little Theatre produced Betty Roland's The 
Touch of Silk, in 1943 Interval by Sumner Locke-Elliott;- and 
1946, Sons of Morning by Catherine Duncan and Invisible Circus 
by Sumner Locke-Elliott. Other Australian plays were 
presented in 1917, 1926, 1927, 1936 and 1939. McGuire brings 
to the attention of his reader, the misuse of the term 'Repertory' 
He indicates that in Australia, and in his use of the word in 
this article, it is associated with 'Amateur Players' not a 
'company equipped with a specific repertoire of plays'. 
In 1963 the Adelaide Repertory Theatre opened its own 
theatre building, the Arts Theatre, built for <^ 45,000 on land 
purchased fifteen years before. Since the 1908 beginning at the 
Conservatorium, the group played in halls at Unley, Walkerville, 
the Queen's Hall (later the Embassy), the King's Theatre, the 
Tivoli Theatre (for fourteen years), and the Victoria Hall in 
Gawler place. A Souvenir Programme was issued for the 
production of Peter Ustinov's Romanoff and Juliet in 1963 
commemorating the opening of the Arts Theatre. This programme 
states: 
Many notable productions have been staged 
by the Adelaide Repertory Theatre over the 
years, but three perhaps stand out. They 
are "The Little Foxes", "Colonel Light -
The Founder" and "Faust". 
The Little Foxes by Lillian Hellman won for the group in 
3 
Paul McGuire, The Australian Theatre, Oxford University Press, 
1949,. pp.166-168. 
4 
Souvenir Programme, Adelaide Repertory Theatre, June 2963. The 
p2ay "Colonel Light - The Founder" is better known as "William 
Light, the Founder", and later as Max Afford's play "Awake 
My Life". 
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November 1951, the Commonwealth Jubillee Drama competition 
which was held against the selected best Little Theatre 
production from each State in Australia. 
The 1973 season at the Adelaide Repertory Theatre of eight 
productions included Love in "C" Flat, I never Sang for My Father, 
When We Are Married, Private Lives, Anne of A Thousand Days, 
and Not in the Book. Until the Festival Centre was completed, 
the South Australian Theatre Company regularly used the Arts 
Theatre - a seven week season in 1973. The Adelaide Repertory 
Company relies on the hiring of the Arts Theatre to other 
Groups and this clientele has such regular use, that the 
Arts Theatre is considered a 'home' for these groups also. 
An article in The Advertiser in November 1972, entitled 
"Long Run for the Rep" declared that the group claims to be 
the oldest continuously running non-professional theatre in the 
world. It is certainly the first Little Theatre in Australia, 
and the fact that it still exists as an amateur theatre is a 
remarkable achievement for the reputation of Little Theatre in 
Australia. 
In 1926 in Adelaide another Little Theatre was formed - the 
W.E.A. Dramatic Society under the leadership of Mr. Colin 
Ballantyne, who was for many years known as the most competent 
director in Adelaide. In 1928 the Ab Intra Studio came into 
being. This was an 'Art Theatre' where the "audience sat on 
large satin cushions, inhaled large amounts of incense, and 
were 'prepared' for the play by Japanese gongs beaten to weird 
music churned forth from the Edison". Other groups like these, 
_ 
Peter Ward, "Theatre in Adelaide 1920 to 1960", Australian 
Letters, Vol. 2, No. 4, March 1960. p. 98. 
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emerged and disappeared: The Little Theatre, Independent Theatre, 
University Theatre Guild, Torch Theatre. After World War II, 
the Adelaide Theatre Group was formed, and still existed in 1977. 
The aims of this group 
"were to produce Australian plays 
exclusively and re-develop the 'regional' 
theatre which had been lost when Ab Intra 
closed. The method employed was not as 
exotic as Ab Intra, but they did develop 
their own playwrights and translators, 
who for a year or so, made their own 
translations of French, German and 
Russian Drama." 
In the early 1950's, the Arts Council of South 
Australia was formed and Colin Ballantyne directed a cycle 
of classical plays, Othello, Macbeth, Twelfth Night, The 
Tempest, As You Like It, and Hamlet for production in 
Adelaide and other centres. Prior to this, Colin Ballantyne 
had directed for various Little Theatre Groups Harvest, Noah, 
Winterset, Good King Charles' Golden Days, Amphitryon, 
Thunder Rock, and Doctor Knock. The Adelaide Theatre Group 
under Colin Ballantyne presented experimental productions, 
'intellectual' plays, and European Classics. This man 
became the main force in the development of South Australian 
Theatre, During the fifties he directed Orpheus Descending, 
The Insect Play, Ned Kelly, Of Mice and Men, My Heart's in the 
Highlands, The Respectable Prostitute, He Who Gets Slapped, 
Desire Under the Elms, The Inspector General, and Sun in 
Servitude. He also formed a Company of actors to perform three 




Dr. J.J. Bray, "The Administrator" by Charles Jury, and 
Governor Bligh by Brian Medlin. 
Little Theatre in South Australia was remarkably active 
in the mid 1950's, perhaps, because of the distance from the 
professional centres of Melbourne and Sydney. It could be 
presumed that this distance had an €.ffect on the Little Theatre 
scene in Brisbane also. In 1957 a central organization, the 
South Australian Theatre Society was formed comprising all the 
eleven Adelaide amateur groups and six country groups. Such a 
central group was not formed in Queensland until the 1970's -
The Association of Little Theatre Groups (A.L.T.G.). In the 
fifties the Adelaide Repertory Theatre presented nine 
productions and two or three evenings of one act plays each 
year, while the other ten Adelaide groups in the South 
Australian Theatre Society offered from three to five major 
productions a year. The playhouse situation for amateurs was 
not good in Adelaide. Most groups played in a variety of halls. 
The University in the late fifties constructed the small Union 
Theatre seating five hundred, and of course the Adelaide 
Repertory Theatre Possessed land for their building which 
eventuated in 1963. The three dominant Little Theatres in the late 
fifties were the Adelaide University Theatre Guild and the 
Adelaide Theatre Group. The Adelaide New Theatre, an offshoot of 
the Sydney New Theatre, was interesting at that time, not for its 
standard, but because the group specialized in Australian plays. 
In August 1957 this Little Theatre presented the world premiere 
of Oriel Gray's The Torrents. This Little Theatre is no longer 
in existence. 
The Adelaide Theatre Group has continued in strength into 
the seventies. It had "the laudable policy of producing only 
27 
7 Australian - written plays". The emphasis is upon the word 
'written' for when the group was formed in 1946, the purpose 
was to present plays and translations from the French 
written by South Australians. The first play to be performed 
was "No Triangle This", a light comedy by one of the founders 
of the group, Douglas Calder. An important feature of the 
early days was that leading local artists designed the sets. 
From the 30th Birthday Souvenir Programme of the Adelaide 
Theatre Group there is evidence of the continued strength and 
activity of this Little Theatre. 
Little Theatre Groups have always provided 
a starting point for people interested in 
theatre careers and the Adelaide Theatre 
Group has an impressive record of people 
who started out with the A.T.G. and have 
since made significant contributions to the 
Art of Theatre. Some of the more well-
known names which appear in old A.T.G. 
programmes are:- Colin Ballantyne...Ted 
Craig...Ian Fairweather...Ron Haddrick 
...Alexander Hay...George Mallaby, 
Carmel Millhouse...Kirrily Nolan... 
1976 has been one of the busiest years 
for the Adelaide Theatre Group. A total 
of nine productions have been mounted 
in the Sheridan Theatre as well as one 
in the Space Eight season at the Festival 
Centre and a week-end tour to Mount 
Gambler. Plays mounted this year were 
The New Apocalypse Show (world premiere), 
Workshop One (3 one act plays including 
one by a workshop member), The Good 
Doctor (Sheridan, Space and Mount Gambler), 
Jesters (Australian Play), Well Hung (New 
Zealand Play), The Adventures of Tom 
Sawyer (Children's Play), Images (Workshop 
Production), Johnny Castillino (World Premiere 
for Italian Festival) and Jack the Ripper 
(Australian premiere). 
This Little Theatre runs workshops for theatre 
7 
Trafford Whitelock, FOYER - THEATRE MAGAZINE, May 1947. p. 10. 
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enthusiasts and for children, and was one of the main 
forces behind the formation of the Association of Community 
Theatres in 1975. The Sheridan Theatre in which the Adelaide 
Theatre Group perform, was built as a residence in 1850. In 
1962 members of the Adelaide Theatre Group restored the 
building and converted it to a Little Theatre with a seating 
capacity of one hundred. Financial existence is made up of 
assistance given from the Adelaide City Council, the Arts 
Council of South Australia; specific purpose grants from the 
State Government; its own subscription membership of $5.00 per 
year; and door takings. However, the group is completely non-
professional and exists without regular Government subsidy. 
The 1976 Chairman, David Griggs, stated in interview that 
"the audience is mainly derived from friends and relatives of 
cast and each production usually has to rely on its own merits, 
though some effort is made to attract people to whom we 
think a particular production will appeal". 
A sample of theatre critics' reviews in local and 
national newspapers indicates that the Adelaide Theatre 
Group productions 'merit' audience support. 
Theatre - Garrie Hutchinson 
Full of Good Ideas. 
The Adelaide Theatre Group is another company 
associated with the fringe of the Adelaide 
Festival, and has an honourable record as 
a community group. 
Their contribution this time is a play 
called the New Apocalypse Show by Robert 
Carver (Sheridan Theatre), directed by 
Brian Debnam, one of the many 
professionals the Theatre Board has 
8 David Griggs, Chairman, Adelaide Theatre Group, Personal 
Interview, January 1977. 
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spread through essentially amateur companies 
around Australia. It seems to be Carver's 
first play, and if he can maintain his 
bizarre imagination with a more ruthless 
attitude to the words on the page so that 
they are more disciplined in the theatre, 
he might go somewhere. There are enough 
laughs and weird images to make the night 
a relaxed sort of enjoyment, and I hope 
that Robert Carver will write some more. 
Rip-roaring start to farce. 
"Well Hung", aptly described as a farcical 
whodunnit, raced away to a rip-roaring 
start at the Sheriden Theatre last night. 
The Adelaide Theatre Group, now celebrating 
its 30th Anniversary, is proving one of 
the most active groups in the Community 
with workshops to stimulate its progressive 
policy. 
"Well Hung" is the first sample of young 
N.Z. playwright Robert Lord's work to be 
seen in Adelaide and his brand of fast 
satirical humour was lapped up by the 
first-night audience... 
Theatre - Tony Baker 
Ethnic Drama arrives. 
Ethnic Theatre has arrived in Adelaide with 
Greg Colubriale's "Johnny Castillino" 
(Sheridan Theatre) the opening dramatic 
production of a new Italian Arts Festival -
we take that Festival City cachet to heart 
here. 
The arrival is belated and, if not brilliant, 
at least brave. Colubriale is a Calabrian-
born young Sydney-sider and school teacher. 
This is his first play and, apart from a 
workshop production in Canberra earlier this 
year, the Adelaide presentation was its 
premiere... 
9 
Garrie Hutchinson, "Full of Good Ideas", The Australian, 
16 March, 1976, p. 10. 
10 
"Rip-roaring start to farce". The Advertiser, 30 July, 1976, 
p. 21. 
Tony Baker, "Ethnic drama arrives", The Australian, 
29 September, 1976, p. 12. 
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The third prominent and active grpup in South 
Australia is The Therry Society (Adelaide's Catholic 
Theatre). Established in 2943, the group has a long and 
consistent history of activity and productions of community 
merit. The Society was founded in Melbourne in 2936 and 
the two groups followed in Adelaide in 2943 and Perth in 2944. 
The Queensland equivalent is the Villanova Players in 
Brisbane. Despite a constitution and membership bulletin 
defining Catholic commitment in strongly religious terms, 
Adelaide's Therry Society has a list of varied and challenging 
plays: The Potting Shed, (Graham Greene); The Firstborn 
(Christopher Fry); Pygmalian (G.B. Shaw), Long Day's Journey 
into Night (Eugene O'Neil); Nude with Violin (Noel Coward); 
The Tower (Hal Porter); You Never Can Tell (G.B. Shaw); The 
Imaginary Invalid (Moliere); Black Comedy (Schaffer); A Man 
For All Seasons (Robert Bolt); Merchant of Venice (Shakespeare); 
An Enemy of the People (Henrik Ibsen); The Playboy of the 
Western World (<J,H' Suncte, ) ; Mystery at Green Fingers (J.B. 
Priestley); The importance of Being Earnest (Oscar Wilde), 
Antigone (Annouilh); The Lady's Not For Burning (Christopher Fry); 
The Shifting Heart (Richard Beynon); The Skin of Our Teeth 
(Thornton Wilder); Johnny Belinda (Elmer Harris); Oedipus Rex 
(Sophocles); Murder in the Cathedral (T.S. Eliot); They Don't 
Grow on Trees (Ronald Millar). 
Against these titles it is worth acknowledging the 
Society's Definition and Aims within the Constitution. 
Definition: (a) The Therry Dramatic Society is a Catholic 
Cultural Society, providing education in 
liturgy, drama and the arts. 
Aims: (1) The Therry Dramatic Society, in offering 
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itself to the Hierarchy as a specialised 
branch of the lay apostolate, has as its 
general aim the formation of a body of lay 
apostles who, by their quest for personal 
holiness and technical excellence, will 
strive for the re-christianisation of 
entertainment, more especially that of the 
theatre. 
(2) With drama, the cradle of the Arts, as the 
principal form of its apostolate, it will 
strive to -
(a) Present plays of such moral and 
technical excellence that it will 
act as a leaven to the life of the 
theatre; 
(b) Encourage the growth of these arts 
ancillary to drama, which contribute 
to its fullest development. 
(3) It will aim at restoring active 
entertainment in the home as a major 
necessity of Christian living. 
This Little Theatre meets weekly and conducts regular 
workshops for members. The first production of the year 
tends to be experimental (Faustus, Black Comedy), the second 
is a d ma (A Man For All Seasons) and the third and final 
production is usually a comedy, aimed at boosting membership 
(Dracula, Gigi). In addition to these three major 
productions the group tours country and suburban areas in the 
Church Season of Lent with the production of The Way of the 
Cross, and sponsor an annual Catholic Schools' One Act Play 
Festival. In 1976 thirteen schools entered nineteen plays in 
the Festival. A team of three experienced adjudicators 
comment on performances and present awards at the conclusion 
of the week long Festival. The Therry Dramatic Society 
receives no Government subsidy. A small City Council grant gives 
12 
Constitution of the Adelaide Branch of the Therry Dramatic Society, South Australia, 1977^ p. 2 
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some assistance for rentai, lighting, equipment and 
publicity costs. The Arts Theatre commands a rental from the 
Therry Society of approximately $2,200 for a four week 
season. The group is well organized and the active membership 
is exceptionally supportive of all productions. 
Miscellaneous articles and the Monthly Diary of 
Alternate and Community Theatre published by the Association 
of Community Theatres in South Australia give details of 
some country and suburban Little Theatres in that state. 
The Q Theatre operates in a converted old blue stone 
building in Halifax Street, Adelaide, as the realized 
ambition of its two owners and directors Betty and Don Quinn. 
This Little Theatre opened in April 1970 with an original 
script "The Dinkum Bambino" by Betty Quinn. The policy in 
1973 was to produce six plays a year, each running for a 
season of six or eight weeks and these were only plays by 
Australian writers. Workshops, one-act play production and 
children's theatre are included in the Q Theatre's activities. 
Don Quinn was appointed as the first Co-ordinator Administrator 
13 
of the Fringe of the Adelaide Festival of Arts. In 1976 the 
Q Theatre produced The Sentimental Bloke and My Sainted Aunt. 
The South Australian Creative Workshops were constituted 
as a Little Theatre Group in October 1975 although the group 
had been offering children's workshops for five years prior to 
that and in the two years since 1973 has presented eight 
13 
Vivienne Causby, Article - "The Q Theatre", Expression 
Australasia - The magazine for the creative writer. Vol.12, 
No. 4. 
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productions. South Australia Creative Workshops are governed 
by general objectives in policy, these bein^: 
2. To create various forms of theatre 
from standard to unusual with a view 
to original concepts of production, 
expressed through a wide spectrum of 
audio-visual means, keeping in mind 
the integrity of the production and 
the strength of simplicity and to 
avoid unnecessary gimmicks and 
conventional or tired production 
methods. 
2. To explore the theatrical qualities 
of new works and ideas through 
workshops, seminars and productions. 
3. To build a three-tiered structure of 
community theatre integrating amateur, 
semi-professional and professional 
levels. 
The remaining objectives deal with defence of some 
professionalism in Little Theatre, but not full Government 
subsidy; promotion of childrens' drama; provision of learning 
and teaching in the theatre company; maintenance of objectivity 
in social, cultural, political and religious aspects of 
the community; and the idea of working with other like groups. 
This Little Theatre has a very impressive list of 
achievements marked by youthful energetic productions; 
challenging choice of plays; a variety of theatrical 
techniques that are well organized and presented in a polished 
mature manner; and recognition by public, theatre critics. 
Festival of Arts organizers and the Australia Council. 
In 1974 the reports of two remarkable productions 
14 
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exemplify the objectives of the South Australian Creative 
Workshops and the community recognition of this Little Theatre. 
...advertised as two "Raft Plays"...directed 
by Martin Christmas. The first of two plays 
was "Out at Sea" by the Polish playwright, 
Slowomir Mrozck, a bizarre comedy about 
three characters having dinner on a raft. 
The second play, "The Raft of the Medusa", 
by German playwright George Kaiser was a 
play about thirteen children cast adrift 
from a sinking British liner during World 
War Two. 
At this time S.A.C.W. was selling a youth 
theatre image and drawing good newspaper 
criticism. A reviewer in EGO wrote, "A 
remarkable second production by this new 
group and a glimpse of things to come... 
the two raft plays are highly recommended 
for anyone wishing to see something 
different in youth theatre or theatre for 
young people, (under 90) "Of special 
interest in this production was the design 
of the auditorium. A hugh black canopy, 
over 300s.q. in area was used to completely 
engulf the audience who sat on black 
mattresses or chairs. 
...The canopy in the raft plays was an 
experiment with physical space as was 
S.A.C.W's. next production but in a 
different way. The Bus Production, running 
for nine nights (July 19th-August 4th, 
1974) was described on the programme as 
"an evening of unusual and entertaining 
activities, mime, dance, drama, tragedy, 
comedy and song". The most striking 
feature of the design was the use of 
an M.T.T. Bee Line Bus which was the 
venue for the first part of the show. 
Once aboard the bus patrons saw a 
performance of Leroi Jones' one act 
play "Dutchmen" in which a black is 
stabbed to death by a white. The 
audience then got off the bus and 
went into St. Cyprian's Hall 
Melbourne Street for fifteen minutes 
conversation about art or religion 
(quite tongue in cheek), followed by 
the rest of the show which included 
choreographed movement to black light 
and physicalized poetry of Yevtushenko, 
William Saroyan and V.M. Garskin. The 
overall theme of the show was an 
exploration of the love hate conflict 
in humanity. Mary Armitage of the 
Advertiser wrote of the production 
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(July 20th 1974), "Yevtuskenko's verses 
and Saroyan's Subway Circus and 
Opera also showed of the workshops' 
considerable resourc^^ in music, mime 
movement and masks." 
'La Mama' is a name world renowned in theatre having 
begun in Greenwich Village in New York and spread to 
Melbourne with some fame. Adelaide, also supports such a 
Little Theatre. This group was formed in 1972 by Bruno Knez, 
a German who migrated to Australia in 2950. He had performed 
and directed in Brighton, South Australia, for the Pioneer 
Players, and directed for the Lutheran Seminary, The Therry 
Society, The Arts Theatre and many other theatre groups in 
Adelaide, before forming his own group concentrating on a 
variety of plays with small casts. The theatre is backed 
financially by Bruno Knez and his family, and offers intimate, 
experimental theatre in a cellar. The choice of title for 
the group is an attempt to exemplify the original New 
York 'La Mama' in a policy of experimentation. 
Two other groups, NOMADS (Northern Mime and Drama 
Society) and the Blackwood Players both declare their 
policy to be "Good family entertainment at reasonable prices". 
They have a strong and very loyal following in their local 
communities and productions are always comedies or light 
musicals. These Little Theatres are two of a list of thirty-
seven member groups of the Association of Community Theatres 
formed in June 1975. College of Advanced Education, 
University, suburban Adelaide and country groups comprise 
^^ ibid. 
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1976 was an important year for Little Theatre growth and 
development in South Australia. Jn March two letters to the 
Editor of The Australian established the strength of Little 
Theatre versus professional theatre in Adelaide, and in August, 
these Little Theatres staged an exciting season of performances 
in The Space at Adelaide's Festival Centre. 
Letters to the Editor, The Australian national newspaper. 
Theatre. 
It is a pity the correspondence provoked 
by Geraldine Pascall's devastating review 
of Coriolanus (letters 11/3, 16/3) did 
not get to the real crux of the problem 
with South Australian Theatre. The South 
Australian Theatre Company has enjoyed 
of late a splendid playhouse, generous 
subsidies...absence of competition from 
commercial theatre enterprises...reservoir 
of talent, training and experience... 
fully professional. 
The difficulty is that this very position 
of monopolistic privilege has engendered 
a tendency towards self-congratulation 
rather than an attitude of idealistic 
intent towards the community which foots 
its bills. 
Its repertoire has at times seemed more 
suited to a company of socialite amateurs 
indulging their personal fantasies and 
displaying their charms and eccentricities 
than to a group with a sense of professional 
responsibility towards its clients. 
The best example of this is its second 
1975 season, in which three of the 
company's four major productions were 
Blithe Spirit, The Winslow Boy and 
Othello, used as a vehicle for Frank 
Thring's engaging personality. 
The task of presenting a range of offerings 
in Australian drama and other drama of 
social relevance was left entirely to 
the struggling local companies, who during 
the same period were offering such plays 
as The Removalists, Small Craft Warnings, 
See Appendix I. p 3^^. 
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What if You Died Tomorrow, The Legend of King O'Malley, 
The House of Bemarda Alba, The Les Darcy Show, Full 
Bored, Scapino, Mother Courage, Endgame, Waiting for 
Godot, The Crucible and Who's Happy Now. 18 
Mediocrity 
...why is it that with miniscule budgets and 
mainly non-professional actors, the fringe 
companies are providing the Adelaide 
Festival with its vital exciting drama? 
...1 should be surprised if the whole 
fringe lumped together would have cost 
as much as the appalling Kingdom of 
EarthP 
Max Wearing, author of the first of these two letters, was 
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a colleague of Frank Ford, the instigator of the movement 
to unite South Australia's Little Theatres. When Frank Ford 
arrived in Adelaide in 1974 he was disturbed at the lack of 
variety in the theatrical scene. Theatre groups such as 
Legerdemain (Flinders University), the Adelaide Theatre Group, 
the "Q" Theatre and La Mama were struggling to gain audiences 
for Australian plays and modern plays of social and 
intellectual interest from overseas. He realized they suffered 
because of lack of co-ordination, high rental, the prestigious 
lure that the Festival Centre held to the public, and the 
inferiority feeling of the stigma of being "only amateur". 
Thus Frank Ford began a campaign for an "alternate" or "fringe" 
theatre movement. So many Little Theatres demonstrated 
interest that the Association of Community Theatres was formed 
in 1975 with Frank Ford as Chairman. Success was measured by 
Government grants for a Community Theatre Day in November 1975, 
18 
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the appointment of an administrator and the invitation from 
Anthony Steele, Artistic Director of the Festival Centre, for 
the Association of Community Theatres to present a short 
season of plays in the Space, the most flexible theatre in the 
Festival complex. This Community Theatre Day had proved that 
the Little Theatres were a recognized force in South 
Australian Theatre. The season of productions at The Space 
was recorded in newspaper articles at the time. 
A rare view of Adelaide's theatre talent. 
The lid of the ant's nest of theatre 
activity in Adelaide will be lifted this 
month during a special season of drama 
and dance at the Space. 
...The three week Space season will 
feature a cross-section of the 38 
non-professional drama and dance 
groups in Adelaide which have banded 
together under an umbrella organization 
called the Association of Community 
Theatres (ACT) . 
Most of the groups are isolated from 
the general theatre going public, 
although they have small dedicated 
followings of their own. 
The Space season will bring them 
before the public eye in a central and 
accessible venue, with the powerful 
publicity machinery of the Festival 
Centre behind them. 
One of the co-founders of ACT, Mr. Frank 
Ford, said this week: "We hope the season 
will draw attention to what is happening 
theatrically in Adelaide, and attract 
larger audiences to productions by 
ACT member groups... 
The season in the Space will be a 
showcase for the variety of work 
being done in the community at 
theatre level. It is important for 
the public to see how theatre has 
changed in Adelaide"... 
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When the Association of Community Theatres' 
three-week season opens at the Space on 
August 23, patrons of the $27 million 
Festival Centre are in for a pleasant 
surprise. 
For those who rarely stray from the 
prestige palace on the Torrens into the 
draughty, uncomfortable mini theatres 
dotted around Adelaide will see just how 
good amateur theatre can be. It will also 
be an interesting exercise to see what 
sort of houses the nine groups participating 
in the ACT season attract, compared with 
the usual attendances at The Space for 
the so-called professional shows. 
I contend that the cream of our city's 
amateur groups is now achieving such a 
high standard as to be indistinguishable 
from many of the professional companies. 
It is a sad state of affairs to have to 
record that ensembles such as Adelaide 
Theatre Group at the Sheridan, Circle, 
Icon and S.A. Creative Workshops often 
have the edge over our State Theatre 
Company. 
Frequently the only difference between 
them is that SATC members are drawing a 
salary! 
...Taking part in ACT's Space season will 
be the Sheriden's ATG, the SA Creative 
Workshops, the Nomads from Para Hills and 
the City's Q Theatre. 
I have seen two of the plays being 
presented and can thoroughly recommend 
them as first class stagecraft and top 2? class entertainment. 
The Arts. 
Filling the Space. 
An Overview of 'Space 8' by Susan Vile. 
..."Space Eight" was a triumph for the 
Association of Community Theatres as 
barriers dissolved between the ivory 
tower of the Festival complex and those 
unpaid theatre enthusiastists of 
Adelaide who had swarmed around, over 
and about the Centre (but never inside it) 
on Community Theatres Day. 
"Theatre with John Kirby", Sunday Mail, 8 August 2976y p. 273. 
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The Community, by definition, comprises 
a range of aims and standards. It would 
be invidious, therefore, to judge all 
contributions by the same critical 
yardstick. "Space Eight" set up its 
own yardstick for the measurement of 
success: the use (or misuse) of the 
Space area. 
...Community celebrations...professional 
opening to the season. Variety of mood 
and movement...intelligently exploited... 
S.A. Creative Workshop's "Marat/Sade" 
transferred uneasily from tne Little 
Theatre... lack of visual and vocal 
focus...a daring spectacle... 
Adelaide City Ballet's programme... 
drearily designed and predictably 
choreographed...Kingston C.A.E. 
dancing was more endearing. 
...Everyone Company...world of 
puppet magic for children... 
Troika Theatre in Education...guided 
imaginations of the youngsters 
themselves. 
Adelaide Theatre Group...formal 
simplicity...area wisely defined. 
Q Theatre...no actor wholly succeeded 
in communicating across the...gap. 
Nomads set themselves the same problem 
but almost overcame it by well-timed 
acting, a sense of comedy and 8 
surprisingly ambitious set... 
Festlvil 
In the Sunday Mail, five days later, the^Centre Trust 
Director, Anthony Steel claimed the season a big financial 
loss, blaming attendances on the fact that most productions 
were revivals rather than new shows. However, the result 
must have been encouraging as the experiment was planned to 
be repeated following discussion with ACT on some refinements. 
This recognition of Little Theatre in South Australia 
did not lead to further Government support in subsidy. Apart 
from the South Australian Theatre Company, now known as the 
23 Susan Vile, "The Arts - Filling the Space", The Advertiser, 
24 Sept. 2976, p. 23. 
32 
State Theatre Company, the Government in 2973 had accepted 
a group known as 'Theatre 62' as a regional theatre company 
and provided employment for a staff of six members and an 
artistic director. The former amateur company had been run 
for some years prior to 1973, as an enterprise wholly owned 
by its director, John Edmund. It toured the country and schools, 
but in March 1975, the Premier found it necessary to withold 
further funding pending inquiries into its financial 
management. After a year of doubt about its future. Theatre 
62 was taken over by the Education Department who secured a 
lease on the property and set up a drama complex for youth. 
A new co-ordinator of performing arts at Theatre 62 was 
appointed and thus one of the few totally government subsidised 
children's theatres in the world entered the realm of 
professional theatre. 
The development and the role of Little Theatre in 
Queensland bears a strong resemblance to that in South 
Australia. Comparison with Victoria discloses a very 





Continuity of theatre presentations by one group for forty 
or fifty years is not the hallmark of Little Theatre in Victoria, 
as it is in South Australia, Queensland and in one or two 
groups in New South Wales. Most suburban and country groups 
still in existence were founded in the nineteen forties. As 
the city of Melbourne grew and spread in residential areas, the 
minor suburban Little Theatres closed and new groups were 
formed in the outer suburbs. The most significant Little Theatres 
in the seventies are those on the outskirts of Melbourne, partic-
ularly the Basin Little Theatre Group in the foothills of the 
Dandenong Mountain Range. Country Little Theatres in Victoria 
are relatively unchanged and are structured and active in 
similar manner to those in other states. The contribution to 
Little Theatre development by the Victorian Council for Adult 
Education and by the Victorian Drama League has been considerable 
and continues to link the Little Theatres together and provide a 
variety of resources. There is not one long remaining, actively 
strong, and artistically and economically successful Little 
Theatre in the inner city area of Melbourne. In Melbourne today, 
there is no Little Theatre comparable to the Little Theatres in 
Brisbane, Canberra and Sydney. Professional Theatre, 
experimental, government sponsored theatre activity, professional 
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University Theatre presentation, and commercial theatre have 
replaced all the challenging Little Theatres which survived 
into the sixties. 
Growth of Little Theatre in Victoria was dominated for 
many years by a group named the Melbourne Little Theatre (known 
as the 'Little') formed in 1931. Leaders of the group included 
Hal Percy, Brett and Peter Randall and Irene Mitchell. In 1956 
a Souvenir Booklet was produced to commemorate the opening of 
the new Melbourne Little Theatre. The 'Little' was described 
thus: 
...The secret of Brett Randall's success 
and what is essentially his theatre's 
triumph lies in his constant awareness 
of the importance of the community spirit 
within the Theatre, and the participation 
of the audience in every production. 
Perhaps this is also the secret of all 
Little Theatre 
...It had been Brett Randall and Hal 
Percy's basic plan to make the new 
company an outlet for all the best 
theatre talent whether amateur or 
professional; to present plays of 
both literary and entertainment value 
and to offer scope for Australian 
authors... 
...The plays the Melbourne Little Theatre 
presented did not just fall out of the 
hat, nor were they an echo of overseas 
fads. Brett Randall did a colossal 
amount of reading, apart altogether 
from his generalship of his theatre's 
wide activities (Theatre Workshops, 
requests from Melbourne's commercial 
management's for productions), to 
select the most appropriate vehicle for 
his theatre...At St. Chad's (a disused 
church in Sth. Yarra. which was converted 
to the Theatre) it was a physical limit 
which barred many productions. There 
was no room to fly scenery, every inch 
of space had to be calculated with nearly 
as much precision as Scrooge calculated 
his hoard of money and yet, despite all 
these things, the list of productions is 
little short of miraculous in its variety 
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of scope. 
There were intimate plays, sad plays, funny 
plays, original plays, daring plays and all 
of them were good plays. Some, of course, 
were better than others. It was never 
Brett Randall's belief, nor is it now 
(1956) the Theatre's belief, that you 
can turn out a three-weekly season of 
eight plays in a year and satisfy every 
customer. 
In the broad view, however, it is true 
that the Melbourne Little Theatre offered 
the best continuity of theatrical 
productions, consistent with its obvious 
limitations for staging, the city had 
known in many a day. This fact was 
recognized by commercial (Theatre) 
managements and newspaper critics. 
It was echoed by a growing number of 
patrons who packed every show in the 
immediate pre-second World War years... 
The Little Theatre Movement has always 
been aware of the importance of the need 
for self-help by everyone connected 
with production as well as the sharing 
of theatre experience between players 
and audience. 
It is often forgotten with theatre as 
intimate as a Little Theatre offers 
that there is an underlying emphasis 
on the personality of the Theatre leader. 
It is of the essence of Little Theatre 
that he or she must not only be a keen 
and knowledgeable exponent of the great 
Art Form, but must also possess an alert 
business sense and an infinite capacity 
to generate continuous enthusiasm 
amongst the Theatre's players as well as 
its followers. 
...One of the most exciting aspects of 
this Little Theatre Story is that it has 
gone against most prophecies. In the 
grim 'thirties', for they were very grim 
and hopeless years for many people, the 
Melbourne Little Theatre led the fight 
against the still novel medium of film. 
It proved a Brett Randall belief: there 
is always room in a community for good 
theatre... 
...Today (1956) the audience of the 
Melbourne Little Theatre IS the Theatre. 
The post-war developments were continually 
hampered by lack of seating accommodation 
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as well as by the lack of every known 
modern device for the standards which 
Brett Randall, Irene Mitchell and Brett 
Randall's son, Peter, wished to achieve... 
The Theatre's popularity and scope had 
out-stripped...its size. 
Plans were laid for a new theatre, a 
bigger theatre built on Continental 
lines with an enlarged seating capacity 
of 410 (at St. Chad's it was 126) and 
modern stage, and dressing room facilities. 
The public, the "blood" of the Theatre, 
was invited to subscribe to a Debenture 
Issue of^25,000 at the end of 1954 to 
enable re-building... 
In the list of objects to the Debenture 
Issue, mention is made of other 
developments, and among them, the future 
of the new theatre as a training ground 
for producers, actors, technicians 
and staff is properly stressed... 
The Melbourne Little Theatre by virtue 
of the wide public ownership of i t , by 
virtue of the Guild's (management body 
of the Theatre) supervisory control, 
is a people's theatre. 
...The future of the Melbourne Little 
Theatre is hidden in the veil of 
timeless time, but in the enrichment 
of its great past lies great hope for 
the future. 
This article is immediatly impressive in its description 
of the Melbourne Little Theatre's growth from 1931 to 1956, 
covering twenty-five years of outstanding artistic success. 
Reference has been made to newspaper critics' recognition 
of "The best continuity of theatrical productions" which would 
justify the claims of the Souvenir Booklet. On December 17th, 
1949 the following article entitled "On the Stage" appeared in 
Melbourne's The Sun. 
1 
Leslie R. Gray, Souvenir Booklet prepared for the Opening 
of the New Melbourne Little Theatre, 24 August 1956. 
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What was the best play in Melbourne in 1949? 
For production. Much Ado About Nothing; 
for entertainment, Edward, My Son; for 
power. Now, Barabbas (Melbourne Little 
Theatre ; for originality, Rusty Bugles... 
Other plays which gave us a great deal 
of pleasure during the year were Happy 
as Larry and Grand National Night at 
the Little Theatre; Fly Away Peter 
at the Comedy; Trelawney of the Wells 
at the National; Lorna Forbes' I have 
Been Here Before at Melbourne 
Repertory; and The Seagull, with the 
Marlowe Society, at the Union. 
The Little Theatre, at least, is 
giving us a Christmas treat. On 
December 30, Irene Mitchell produces 
the soul stirring melodrama, Only 
An Orphan Girl, and has had little 
difficulty in finding a sufficiently 
vile villain and handsome hero. 
Peanuts will be on sale in the stalls. 
Those who missed. Now, Barabbas at the 
Little Theatre may see it with the 
Coronet Theatre Group at Melbourne 
Repertory Theatre for a few nights 
longer. It is a play to see. 
Now, Barabbas was also described as a compelling 
production in this review. Directed by Irene Mitchell, one of 
the Melbourne Little Theatre's artistic directors, the 
play received newspaper critical acclaim. The remaining 
sources of information regarding the Melbourne Little Theatre 
are copies of Foyer, the Melbourne Little Theatre Digest for 
Patrons and Players, a contemporary interview with Irene 
Mitchell and Theatre, a magazine published by the Melbourne 
University Dramatic Society. Comparison is made with 
productions by other theatre groups, but the Melbourne Little 
Theatre continues an artistically dominant role. 
2 
Darrell Symmons, "On the Stage", The Sun, 17 December 1949. 
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Foyer, September - October, 1946 reports: 
The Melbourne Little Theatre has, during 
the past fifteen years: 
- Presented 112 productions in its own 
theatre. 
- Presented productions in Melbourne's 
leading city theatres. 
- Taken productions interstate. 
- Formed travelling theatre, which has 
taken plays into Victorian country 
centres. 
- Provided valuable training and 
experience to many of Australia's 
professional artists on stage and 
radio. 
- Regularly presented plays by 
Australian authors. 
- Made available its extensive theatre 
library to players and Societies in 
all states. 
- Published "Foyer" for the benefit of 
theatre in Australia. 
And Australia did benefit. Foyer included reviews of 
plays produced by many Melbourne Theatre groups, a regular 
report on the "Sydney Scene", a variety of articles on other 
theatre groups around Australia, and items of interest and 
publicity for the Melbourne Little Theatre. In the same 
issue which carried the table of achievements of the Melbourne 
Little Theatre, a description of the current season of 
Melbourne's Theatre appeared. This provides a fair assessment 
of the Melbourne Little Theatre, despite the suggestion that 
Foyer is the group's own magazine and would indicate 
partiality. 
...On the non-professional side, there was 
Shaw's "Simpleton of the Unexpected Isles" 
— — 
Foyer, September - October 1946 ^ p. 15. 
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at the Melbourne Little Theatre. This 
play, despite its wit, is so bad that it 
can hardly be called a play at all, but 
Irene Mitchell's production and Kenneth 
Powell's striking costumes and decor 
made it notable. Margaret Mouchmore, 
and newcomer from the West, Poole 
Johson, gave imaginative performances 
worthy of a better play. The other 
Little Theatre offering "Strangers' 
Road", was an entertaining piece of 
unregenerate cloak-and-pistol romance. 
Outstanding acting performance of the 
past two months in non-professional 
theatre - came from Jack Lanigan 
in the richly spiced comic role of 
Henry in "Springtime for Henry", at 
the National Theatre... 
'Tartuffe' at the New and 'Playboy 
of the Western World' at the Union 
House Theatre, were praiseworthy 
efforts, which did not quite come 
off... 
Most significant event of the year was 
the National Union of Australian 
University Students' Drama Fes'U.val 
at the Union House Theatre... 
The Melbourne University, as well as providing a 
stimulating inter-Varsity Drama Festival, and including in 
its Union complex a five hundred seat Theatre with (in 1953) 
a Union Theatre Repertory Company, sponsored and published a 
magazine entitled Theatre. George Fairfax outlined the 
development of the Melbourne Little Theatre, in that 
publication, in an article eulogising Brett Randall. The 
period following the War is included here. 
In the post-war period, a theatre 
magazine, Foyer, was published by the 
Little Theatre, plays were sent on tour 
throughout Victoria, under the banner 
"Everyman Theatre", and further 
productions were presented at the Comedy 
and Princess Theatres. 
4 
ibid., p. 14. 
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On August 25, 2956, the first theatre to 
be built in twenty-five years openeJon the 
site of the old St. Chad's in Martin Street, 
later to be renamed St. Martin's Lane, after 
London's famous Theatre Street. From that 
time, the M.L.T. advanced rapidly under 
Randall's guidance. In 2962, the 
Melbourne Little Theatre took the name 
of the street in which it is situated, 
and became st. Martin's Theatre Company; 
in the same year it presented its three 
hundredth production. 
That it is a successful theatre there 
can be no doubt; that its success is due 
largely to Randall cannot be denied; but 
Brett Randall's policy has often been 
criticised. Yet this policy directing 
the choice of plays has been Randall's 
measure of success. He believed in 
giving his audiences a wide variety of 
entertainment: the theatre has presented 
classics and non-commercial plays 
interspersed with London and New York 
commercial successes. Whether the 
play was experimental or popular, 
Randall believed it must have basic 
entertainment value; he insisted 
that his theatre be run on professional 
lines, even in the days when most of his 
actors were not professionals. He 
advocated and applied well-judged 
business management to the running of 
his theatre; he encouraged his patrons 
to make theatregoing a habit. He 
remained aloof from the race for 
subsidies, declaring that the theatre 
should be able to pay for itself; and 
he kept his theatre's standards high. 
But above all he gave all branches 
of the theatre's activities his personal 
attention, and by his strong personality, 
his energy and his theatrical sense, he has 
has left an organization which will be 
a lasting memorial to his name. 
Working alongside Brett Randall was Irene Mitchell as 
assistant Director of the Theatre. As Brett Randall devoted 
increasing time to management, the dedication as actor and 
director of Irene Mitchell provided a force for the Melbourne 
George Fairfax, Theatre, Published by the Melbourne University 
Dramatic Society and the Marlowe Society. No.5, 1964^ p. 9. 
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Little Theatre as it moved into the sixties, and into the 
form of St. Martins Theatre and an unforeseen future. The 
following article affirms the strength of Irene Mitchell, and 
the challenge she accepted from Brett Randall. 
"The Women - God Bless 'Em. 
Mr. Randall threw out his challenge, 
as to what an all male cast can do, 
with "Frozen Glory". And a very 
good show it was, too. Now Miss 
Mitchell replies with "The Women". 
Over thirty of this sex appear in the 
cast, and how they fit into the Little 
Theatre dressing rooms, and don't get 
caught in the traffic jam milling to 
and from the stage, is something to be 
wondered at. However, we know. Miss 
Mitchell's resourcefulness and -
6 
adaptability from past experiences... 
In 1955 and 1956 the Melbourne Little Theatre performed 
frequently at the National Theatre and at Frank Thring's 
Arrow Theatre in Middle Park. Tiger at the Gates directed by 
Irene Mitchell was the first production in the Little Theatre's 
New Theatre. Appendix B shows a complete list of plays 
presented by this group from 1931 to 1956 and an incomplete 
list of those until 1964. Directors of the plays and venues 
are also indicated in some cases. The Souvenir Booklet was 
full of optimism; the indication of need for a larger theatre 
to satisfy audience numbers was optimistic; the frequency of 
Irene Mitchell's name as director of plays suggests her 
personal optimism - that the future of the Melbourne Little 
Theatre was assured. 
An Interview conducted with Miss Mitchell in January 1977 
6 
Foyer, July 1945^ p. 2. 
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completes the development of this major Little Theatre in 
Melbourne. 
"From its (the Melbourne Little Theatre) 
inception it was always run by professionals 
and it always had professional directors. 
There is nothing like amateur theatre as 
a training ground for professional theatre. 
The semi-professional time for us was the 
most interesting...(We became professional) 
because we wanted to. We had the money 
and thought we should do. It is the final 
development. It must be. I think today, 
with the money that is necessary because 
of full professionalism, you're stopping 
a lot of theatre happening. Because 
you've got the purely amateur, and you've 
got the purely commercial - not the 
feeding ground in the middle...St. 
Martin's was built on the site of 
St. Chads...with the advent of so 
many things. Government subsidies all had 
a hand in i t , people distributing monies 
to the various theatre^, weren't equipped 
for i t . They couldn't read a budget, 
half of them. If they didn't fancy a 
certain group,...the demands were so 
great...I didn't take it terribly 
seriously until it happened to us. We 
could see three years before we got 
anything from the government at all -
three years before we folded...'68... 
We applied for three years, and during 
that three years, is when we went down. 
If we'd been assisted when we'd asked, 
we would still have been existing. 
(From 1956 - 1968) the group received 
no subsidy, and it worked up to semi-
professional and we had a waiting list 
of hundreds...The people who were 
subsidised were able to buy the plays 
ahead of us; they were able to advertise... 
pay actors more; do anything better than 
we did it...I pay tribute to the 
performers now, the people who designed 
and the staff of our Theatre - i t was a 
little dream of a set up actually. 
There was happiness in that Theatre until 
the money came into it from the 
government; when our Guild, which was 
formed many years earlier to assist us, 
then became the one that got the money, 
because they couldn't give it to the 
Theatre because the Theatre Directors 
were buying the Theatre...Money had to 
go to non-profit making organizations 
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which we weren't. We couldn't be because 
we had to pay back the money to our 
Subscribers...1 think we were penalized 
because we dreamt of owning our own 
Theatre...That Theatre was built ond&lO 
Debentures from Patrons - we just 
completed (repaying) it in 1975, and 
they paid back every penny that they 
put into it - and that's what I was 
after...and that was the time when we 
were no longer occupying i t . . . 
..,The name was changed from Melbourne 
Little Theatre because people thought 
of Little Theatre as amateur...lived 
in street called Martin Street, and a 
critic suggested 'St. Martins' Theatre'... 
Show that opened was as Melbourne Little 
Theatre, but we became the St. Martins' 
Theatre, and that was a professional 
thing...As we grew, so did the actors' 
money grow; it was never, at any stage, 
even in the end, something phenomenal. 
We cared about our actors... like a 
family...one of the critics said 'we 
were all too happy up there'. We 
had a permanent staff but not a 
permanent company. I think, really, 
that in the end it (the Guild) became 
stronger than the Company, because it 
held the money. 
The final statement in 1956 was: "in the enrichment of its 
great past lies great hope for the future". Indeed St. Martins' 
was a professional theatre in Melbourne for a few years. But 
the "new Theatre, then, raised on the dust and embodying the 
spirit of the old, is (was) a challenge and another opportunity 
8 
to move ahead along the road of creative adventure". It 
appears that money, the alluring government subsidies diminished 
the 'creative adventure', and professionalism caused the 
closure of an extraordinary Little Theatre in Melbourne. 
7 
Irene Mitchell, Personal Interview. 15 January, 1977. 
8 
Souvenir Booklet, Melbourne Little Theatre, 1956. 
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During the period of the building of St. Martin's Theatre, 
1955 and 2956, it was noted that the Melbourne Little Theatre 
presented many of its plays at the Arrow Theatre at Middle 
Park, which Frank Thring established in 1952? Once again 
lack of financial support, in this case from audiences, led to 
Frank Thring's announcement zhat the Arrow "had been forced 
to shut down". Frank Doherty the Argos theatre critic stated 
his case about the public's attitude to his newspaper in 1954. 
NO TARGET FOR THIS ARROW. 
AN ANGRY CRITIC LETS DOWN HIS HAIR. 
Clearly and conclusively, Melbourne has 
shown once again that it is - and will 
probably always remain - apathetic and 
indifferent to its own artistic talent... 
The Arrow has been forced to shut down, 
he (Mr. Frank Thring, director of the 
Theatre) said, because he found it 
impracticable to carry on in the face 
of the public's obvious intention to 
disregard any attempts at present 
good "theatre", preferring to 
patronize shows that were light 
and inconsequential enough as to 
demand no real sense of appreciation. 
I could not agree with him more... 
We of this city ARE smug - and 
certainly apathetic and indifferent -
in our feeling for and treatment of 
the Theatre. We stand on a pedestal 
of self-satisfaction, and declaim our 
love for the Theatre when, by "The 
Theatre" we mean either straight-
forward variety, a trashy farce with the 
appeal to an audience of teenagers, or 
a visit - more special than anything 
else - to see an overseas artist -
nothing will convince the 
majority of us that anything worth 
while theatrically can be done in the 
suburbs. 
Yet less than 10 minutes travelling 
time from the city, was the Arrow, 
which, in its 18 months existence, staged 
9 
This information regarding the Arrow Theatre is taken from 
Bulletin No.101, of the British Drama League, November 1952. 
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some of the most satisfactory performances 
this City has seen since the days of the 
late Gregan McMahon. 
...Thring began with a sumptuous, 
stimulating production of Oscar Wilde's 
"Salome", and immediately it became 
known in this town that a new theatre 
had "arrived". 
In the 18 productions since, ranging 
from "The Man Who Came to Dinner" 
through "The Importance of Being 
Earnest" to the premiere of an 
Australian play, "The Square Ring", 
he and his staff had maintained the 
highest standard set by any group of 
amateur players for many years. 
...But he has been unable to overcome 
the two great obstacles in the work of 
native-born aritsts, and the stubborn 
refusal to go beyond the Golden Mile, 
no matter how good the Theatre's effort. 
Because of that the hopes, aims and 
ambitions of a young man, willing to 
sacrifice his money and work hard for 
his goal, have been frustrated... 
This Little Theatre did 'fold' but Frank Thring and his 
"particular group of dilettante players...engaged but never 
paid...Zoe Caldwell, Alex Scott, Michael Duffield, Frank 
Gatliff, Bunney Brooke, June Brunei1, Moira Carleton, the 
Pravadas and...Ron Field" were offered the proposition of 
moving, under John Sumner, to the Union Theatre in the 
University of Melbourne to become the Union Theatre Repertory 
Company. Frank Thring recalls the time in the Arrow Theatre: 
The situation was this: after a soul-
destroying stretch in the professional 
theatre that involved me in three plays 
that ran eighteen months each, I 
decided to open an amateur theatre and 
do the plays I wanted to do. This 
dubious venture was backed by my 
mother, the Antipodean answer to Lady 
Bracknell, who, under threat of suicide 
10 
Frank Doherty, Argos, 1954. Newspaper clipping in McEwan 
Collection, LaTrobe Library, Melbourne. 
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and, on occasion, murder, forked out 
miniscule sums that kept the Company 
in mink and rubies but did not stretch 
as far as paying their salaries. 
Actually, Frank Thring did not join the Union Theatre 
Repertory Company at that time in 1953. His mother, who 
believed in the Arrow Theatre's success, made it difficult 
for Thring to join the best elements of his company in their 
move to the Union Theatre. By 1954 Frank Thring's mother died, 
and Arrow was closed, and Thring went to England. After 
success in London, Frank Thring and John Sumner overcame the 
division between them, and Thring joined Sumner's professional 
Theatre. 
Frank Thring's parents were involved in another Little 
Theatre - the Melbourne Repertory Theatre in Middle Park which 
was inaugurated by a Mr. amd Mrs. S. Tumbull in 1947 but 
did not sustain its activity as a dominant Little Theatre 
similar to Adelaide, Hobart, Canberra and Brisbane 
Repertory Theatres. Kenneth Bell in the Listener-in, the 
radio newspaper in 1949, reported of the following productions 
by the Melbourne Repertory Theatre: Miss Quis, by an American 
playwright, Easy Virtue by Noel Coward, Mary, Marg Quite 
Contrary by St. John Ervine and I Have Been Here Before by 
J.B. Priestley, directed by Lorna Forbes. An extensive list 
of Theatrical Societies published by Australian Theatre Year, 
1950/60, under the auspices of the Elizabethan Theatre Trust, 
makes no mention of the Melbourne Repertory Theatre. Additional 
research material failed to produce further record of the group. 
Geoffrey Hutton, It Won't Last A Week - the first twenty 
years of the Melbourne Theatre Company, (Melbourne: Macmillan, 
1975), p. (vii) . 
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Information regarding country and suburban Little 
Theatres has been well-documented in Victoria by an article 
compiled by Gwendda Coalstad entitled Amateur Drama in Victoria 
in 1950, and by two surveys conducted by Harold Baigent of the 
Victorian Drama League in 1965 and 1973. 
Gwendda Coalstad's "Review of Societies Outside 
Melbourne" was a description of each Little Theatre 
including name, foundation date, membership number, festival 
participation, play titles and types, workshops, performance 
area and financial position. 
The Ballarat Branch of the National Theatre movement was 
founded in 1938; had an average membership of 150; achieved 
success in Festival participation; provided actor training 
in rehearsal, not in special workshops; presented four 
plays each year of quality comedy and drama in their own 
Little Theatre building using funds comprising donations, 
membership subscriptions, profits from productions and a 
dS-500 Government grant in 1950. Plays presented included 
Rebecca, I Have Been Here Before, Therese Raquin and Duet for 
Two Hands (Australian premiere). 
The Bendigo Branch of the National Theatre Movement was the 
central organization for twenty-five other musical, literary 
and dramatic groups. One of these was the Bendigo Repertory 
Society formed in 1929 which boasted a President and play 
producer who had acted with Gregan McMahon in Melbourne. 
The Camperdown Repertory Society was formed in 1948; had 
a membership in 1950 of seventy; relied on the Council for 
Adult Education (C.A.E.) for playscripts; was funded by 
membership and production profit from the one play presented 
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each year (Mr. Pym Passes By in 1948, Hay Fever in 1949, and 
The Late Christopher Bean in 19.50); performed in the Theatre 
Royal in Camperdown; and looked forward to drama tutor visits 
through the C.A.E. 
Echuca Drama Group was constituted in 1949 with a financial 
membership of twenty-five; conducted successful play readings; 
lacked male actors to present a three-act play; sponsored 
five members at a C.A.E. Summer School drama course; and 
received a Government grant of^160 to begin a library of plays 
and theatre books. 
Geelong Association of Music and the Arts was affiliated 
in 1946 with the Geelong Repertory Society which had its 
beginning in 1926. One hundred members (seventy-five 
percent women) had produced eighteen plays since 1946 
including The Merchant of Venice, The Glass Menagerie, The 
Shop at Sly Corner, The Man Who Came to Dinner, Our Town, Noah, 
Caeser's Friend and Enduring as the Camphor Tree. This Little 
Theatre had a 'Road Group' which toured surrounding country 
towns. In Geelong, the old Central Hall was leased by the 
group for productions, during which actors and crew were 
expected to gain training. A varied programme of comedy and 
drama was presented and scripts were obtained from the Melbourne 
Little Theatre. 
Hamilton Players was a revival of a former Little Theatre 
in that City which^petered out in 1930. Twenty enthusiastic 
members presented The Man Who Came to Dinner, Arsenic and Old 
Lace, The Middle Watch, A Cuckoo in the Nest and The Sport of 
Kings. Assistance had been given by the C.A.E. and by the 
Melbourne Little Theatre. 
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Kiewa Area Drama Group was formed in 2948 under the name 
of Bogong Drama Group which presented two one-act plays before 
the members were transferred to Mt. Beauty (construction township 
for the Hydro-Electricity Commission). Play-readings were held 
in a make-shift theatre. 
Maryborough C.A.E. Drama Group was a combination Little 
Theatre of the Maryborough Dramatic Club formed in 1938 and 
the C.A.E. play reading group. The Step-Husband was produced 
in 1948 with C.A.E. technical assistance and funds raised for 
the purchase of a piano for the Town Hall. 
Mildura Little Theatre was formed in 1948 following an 
invitation visit to the town of the Melbourne Little Theatre 
production. The Late Christopher Bean. The 122 members 
presented the plays (They Came to a City, Milestones, While 
The Sun Shines, Night Must Fall and Lovely to Look At), one 
each year for charity fund raising. This group held well 
attended monthly play-readings and drama classes and aimed to 
build its own theatre. Profits to local charities had impeded 
sufficient saving and Government assistance was sought. 
Myrtleford Theatre Lovers' Club, formed in 1945, presented 
four plays and two variety shows in Myrtleford and surrounding 
towns and aimed with profits to improve the stage in their 
Soldiers' Memorial Hall. 
Portland C.E.M.A. Dramatic Group was established in 1944 
and produced at least one three-act play each year and 
numerous sketches and one-act plays for concert programmes. 
Plays include Leave it to Smith, Mr. Pym Passes By, The Late 
Christopher Bean and Young Mrs. Barrington. Stage facilities 
were described as unsatisfactory. 
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The Swan Hill Branch of the National Theatre Movement 
was built up from a war-time group called The Barnstormers. 
Membership was one hundred, but a thousand seats would be sold 
for each show four times a year. The group held monthly play 
readings; achieved success in festival participation; presented 
an annual Shakespearian festival; competed with a picture 
theatre lease for staging area in the Town Hall; and relied 
on two box-office success comedies each year. 
Warragul Drama Group presented one three-act play each 
year for three years and achieved support in presentations 
at three nearby towns. Four members attended the C.A.E. 
Summer Drama School and plays are chosen from the C.A.E. 
Library. 
Warrnambool and District Musical and Dramatic Society 
was founded in 1948 with five men and fifteen women. Tell Me 
The Truth and Fumed Oak were presented and plays were 
recorded for broadcasting. This Little Theatre was a section 
of the South Western Victoria Development League. 
Yallourn Little Theatre was formed in 1949 and had 
concentrated on play readings while awaiting production 
assistance and training from the C.A.E. 
The Council of Adult Education sponsered many Little 
Theatres in their first years by supplying playscripts, 
directors for plays, drama schools and the Victorian 
Travelling Theatre to inspire the drama enthusiasts in country 
areas. It is worth noting, that the support by the C.A.E. 
12 
Gwendda Coalstad, "Amateur Drama in Victoria", Theatre in 
Victoria, Ed. (Melbourne: Cheshire, 1950), pp.16-32. 
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mentioned by these groups in 2950, continues actively in 2978. 
This service is now entitled the Drama Tutorial Service and 
was initiated as such in 1965 to offer "a wide range of 
services to Community Theatre Groups in all parts of the 
13 State". In the 1976-77 Schedule of Services, the Victorian 
Drama League, which administers the service for the C.A.E. 
outlined available services as: 
(i) Prestige Productions, where a professional director casts, 
rehearses and presents a complete production otherwise not 
within the scope of the group. The Little Theatre would 
finance this by grant, subsidy, or the theatre funds. 
A fee and accommodation and travelling expenses would be 
discussed according to the Little Theatre's financial 
situation, 
(ii) Production Advisor, where a Tutor-Director assists an 
inexperienced director with casting, preliminary 
rehearsals, and one or two return visits for rehearsal 
guidance. 
(Hi)Week-end Drama Schools conducted by one or more tutors 
from Friday evening until Sunday afternoon on any aspect 
of Theatrecraft. 
(iv) Lecture series of practical classes for five to twenty 
weeks. 
(v) Production Review where a competent critic attends a 
performance and submits a report to the group, and if 
necessary re-rehearses the play, 
(vi) Adjudicators for Drama Festivals. 
13 
Theatrecraft, Vol.2 No.13, Published by the Victorian Drama 
League. Nov. 1976^ pp.12-13. 
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(vii)Sound Effects library involving a moderate charge to 
groups who borrow, 
(yiii)Audio-Visual Material of slides and taped commentary on 
Make-Up, Scenic Design, Scene Painting and Set Construction, 
(ix) Lighting Equipment for Hire. 
Applications for these services are made three months 
prior to the project to the Administrator of the Drama 
Tutorial Service within the Victorian Drama League. The 
former Administrator was Mr. Harold Baigent who made available 
services for four hundred theatrical projects from 1965 to 
1976. The majority of these projects were in the country 
areas of Victoria. 
In 1964 Baigent published the results of a survey of 
Amateur Theatre in Victoria. Reference was made to this 
survey in Chapter One of this thesis. Harold Baigent's 
motivation for his survey was to assess the situation in 
Victoria at that time and endeavour to overcome the problems 
of Little Theatres in that State. The four page 
questionnaire included responses on membership; foundation 
and history of the Little Theatre; numbers, types, 
performance season of plays; producer qualifications; festival 
participation; performance area; rehearsal area; set design 
and construction; technical equipment; reference books; 
subscription to theatre periodicals; financial status and 
assistance; training opportunities for members; aims of the 
Little Theatre; and problems experienced by the group. This 
was sent to the three hundred Little Theatres in Victoria or 
in areas close to its borders. Some groups must have regarded 
the questionnaire with suspicion as -^only one third completed i t . 
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Harold Baigent considered this a reasonable result and felt 
that the response gave "a guide to the state of amateur drama 
in Victoria... the results were highly satisfactory, revealing 
14 
a fairly sound amateur theatre." 
The survey is too lengthy to reproduce in this thesis the 
statistics or summarized responses. The Victorian Drama League 
15 library contains a copy for reference. However, within the 
section on membership of Little Theatres it is worth noting 
that most towns with a population over 1,500 had a drama club 
of some kind, and to these groups, 12,000 members belonged 
gaining recreation interest and education from their activities. 
The average active core membership was twenty-seven. The first 
'drama group' or Little Theatre was formed in 1925 and followed 
by another in 1929. Little Theatre growth was very slow well 
into the thirties possibly because of the overwhelming influence 
of the 'talkies'. By 1945 Little Theatre groups commenced 
activities and from 1950 onwards growth was spectacular and 
continuous. This was attributable to two factors: the general 
trend towards cultural pursuits after the War, and the impact 
of the Victorian Travelling Theatre sponsored by the Council 
of Adult Education. The article on Little Theatre by Gwendda 
Coalstad in 1950 showed that most groups had been in existence 
for about two years. By 1964 Harold Baigent found a flourishing 
Little Theatre system throughout the State. The Australian 
Theatre Year Book of 1959/60 described it thus: 
14 
Harold Baigent, The Amateur Theatre in Victoria, A Survey, 2964. 
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I was given permission by the current VDL Administrator to 
photocopy this Survey. (40 pages) 
S3 
In the Theatrical revival experienced by 
Victoria in the past decade ~ a revival 
which continues, despite the onrush of 
television - a major part has been played 
by repertory and amateur movements. 
Not so long ago Melbourne could boast 
of only one or two repertory theatres 
operating continuously, besides a handful 
of amateur groups in suburban areas. 
Today we have the Union Theatre Repertory 
Company, working on a fully professional 
basis, the Little Theatre, the National, 
The Arts and the New, all showing 
successfully throughout the year, and 
all operating successfully. 
In addition there are dozens of minor 
groups operating in the metropolitan 
area, and practically every outer 
suburb has its musical or dramatic 
society, some both. 
There has been similar State-wide 
expansion, encouraged by the activities 
of the Victorian Drama League, whose 
membership this year has reached the 
record total of just on 300. The League 
also has an extensive individual member-
ship. Fathered a few years ago by the 
State-controlled Council of Adult 
Education, the League runs its own 
theatrical library and advice bureau, 
conducts an annual Drama Festival at 
Frankston, and assists in the organization 
and direction of a number of provincial 
festivals, the scope of which is 
interesting every year. 
...Frankston Festival, which now extends 
over three weeks, and this year attracted 
thirty-eight entries, is regarded as one 
of the big events A3f the amateur 
theatrical year. 
Notwithstanding the flourish of Little Theatres, all had 
problems to be solved. A number of these problems occurred 
fairly widely and in order of frequency these were: lack of 
male members, no permanent centre for activities, inadequate 
theatre facilities, lack of producers, lack of good plays for 
presentation, dependency on transient members, maintaining 
16 
Robert Money, "from Victorian Footlights", Australian Theatre 
Year, Sydney: Eliz. Theatre Trust, 1959/60^ p. 87. 
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enthusiasm in members and audience, and lack of finance. In 
consideration of the major problem - lack of male members - it 
was suggested in 1964 that in country areas sport makes demands 
on young men and that participation in 'the arts' was "cissy and 
17 thus not for the full-blooded Australian male". 
One solution was the encouragement of drama in schools, 
and t^efc /S lio ey/icience^ -to shoi,^ uihethet^ -the situahoi^ hits, im/jro/et^. 
However, the Queensland Little Theatre growth follows a 
similar pattern and male participation has improved greatly 
in the seventies but still remains lower than female 
. 18 participation. The problem of 'lack of good plays for 
presentation' probably meant that not enough members read 
plays nor were copies readily available. The Victorian Drama 
League solved this problem to a degree, by collecting in a 
library many plays and then publishing a newsletter of titles, 
cast numbers, and type of plays available for all Little 
Theatres. This list of plays was still published in 1978 and 
is exceptionally comprehensive. As well, a regular periodical 
entitled Theatrecraft published by the Victorian Drama League, 
includes descriptions of plays, reviews and features. It is an 
excellent method for Little Theatres to learn what plays 
other groups are producing and which are successful and within 
the capabilities of the group. Of the 1964 choice of plays, 
Harold Baigent claimed: 
The plays chosen by groups answering the 
questionnaire do not make an impressive 
list. The amateur theatre would seem to 
aim heavily at the box office. Perhaps 
17 
Harold Baigent, The Amateur Theatre in Victoria, A Survey, 1964. 
18 P' ^1-
See p. f^^ of this thesis for further reference. 
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there are only three groups well established 
or courageous enough to present their 
audiences with a balanced programme of 
worth-while plays and entertaining plays. 
The strength and permanence of the 
professional theatre in Melbourne sets an 
example that is too closely followed by 
the ajnateur. And their policy is founded 
firmly on the success list of the West 
End and Broadway Theatres. Below is set 
out a list of plays produced in Victoria 
during I960 and 1962 (and the number of 
presentations each received)... 
The Reluctant Debutante 9 
Sailor Beware 8 
Quiet Week-End ? 
Love's a Luxury 0 
My Three Angels 6 
Night Must Fall 6 
All For Mary 5 
Breath of Spring 5 
Doctor in the House 5 
Ladies in Retirement 5 
Pantomime (any) 5 
Bonaventure 4 
Book of the Month 4 
Dry Rot 4 
The Hollow 4 
Hay Fever 4 
Hot Summer Night 4 
The Happiest Days of Your Life 4 
Man Alive 4 
Maiden Ladies 4 
Ten Little Niggers 4 
You Can't Take It With You 4 
Blithe Spirit 3 
The Cure for Love 3 
Dial M for Murder 3 
Fool's Paradise 3 
The Bride and the Bachelor 3 
The Ghost Train 3 
Gaslight 3 
The Importance of Being Earnest 3 
Miranda 3 
One Wild Oat 3 
Only an Orphan Girl 3 
Roar Like a Dove 3 
Rope 3 
The Secret Tent 3 
See How They Run 3 
Will Any Gentlemen 3 
A Wild Goose Chase 3 
...Victoria maintains its accent on what is 
called "box office" to the end of the list 
with a few minor exceptions... It is also 
to be noted that the list contains no 
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Australian plays. An adventurous spirit 
is lacking in the amateur movement. They 
prefer to fall back on the well-tried formula 
play that has achieved success overseas. 
The "avant-garde" play is ignored in 
Victoria/ or left to the semi-professional 
theatres such as the St. Martin's Theatre, 
or the Union Theatre Repertory Company. 
Harold Baigent concluded that the aims and policies of the 
Little Theatres were not being achieved. Actors and 
audiences were not being given worthwhile plays in which to 
develop dramatic talent nor develop a valuable sense of critical 
appreciation. 
He believed that most Little Theatres were spending their 
energy and time on ephemeral comedies and farces. The three 
groups who offered 'a balanced programme of worthwhile and 
entertaining plays' are not named. But the 1959/60 Australian 
Theatre Year in the Victorian section includes the productions 
by the National Theatre as Of Mice and Men (Steinbeck), The 
Member of the Wedding (Carson McCullers);The Arts Theatre with 
East Lynne and The Recruiting Officer (George Farquhar); the 
New Theatre with its Australian plays Reedy River (Dick Diamond), 
The Ballad of Angel's Alley (Underbill and George) and The 
Night of the Ding Dong'(Ralph Petersen); the Box Hill Drama 
Group's The Little Foxes (Lillian Hellman); Williamstown Little 
Theatre's The Women; Bayside Little Theatre's Subway in the Sky; 
Frankston Drama Group's The Remarkable Mr. Pennypacker, and 
Heidelberg Repertory Society's Come Back Little Sheba. These 
would not be considered in a general category of 'ephemeral 
comedies and farces'. 
19 
Harold Baigent, The Amateur Theatre in Victoria, A Survey, 
2964f pp. 5-7. 
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In 2973 Harold Baigent conducted a similar survey. The 
results remained, in general, unchanged since 2965. Little 
Theatres tended to have larger membership; were doing more 
three-act plays per year; held fewer play-readings; subscribed 
to the same periodicals; relied more heavily on the Victorian 
Drama League for assistance than^community groups 
except in rental reduction; used a professional producer/ 
director for one production rather than two or three; 
participated in more than one festival; rehearsed plays for a 
similar period of time; performed the same number of times on 
average but a higher percentage of Little Theatres offered over 
eight performances; hired less material; owned more equipment; 
and drew best attendances for comedies as in 2964, except for 
the additional appeal of musicals. The statistics that had 
altered were indicative of society's cultural and economic 
growth. Those that were the same - for example, the comedy 
being the type of play most frequently produced - are 
descriptive of a Little Theatre characteristic. 
A major critic of the type of play presented by Little 
Theatre groups was John Baker in his article The Pdght theatre 
is Left, Volume 4 of the Australian Drama Pamphlets published 
in Sydney in 1938. Baker believed that the New Theatre 
League was the "best of a bad lot". Other than the three 
Australian plays presented by this group as indicated on the 
preceding page, the only additional recorded production was a 
revue entitled "Fission Chips" in February 1959. Usually these 
productions had long runs and must have been successful because 
in 2960 plans were to purchase the Flinders Street building 
which housed the group's theatrette. Baker's comment on type 
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of play was this: 
Receiving their impetus mainly from the 
work of drama, groups organized by The 
friends of the Soviet Union, a few 
drama groups in Australian cities 
have taken a nominal turn to the left. 
This "turn" the^ made almost as blindly 
as the majority of theatre-groups 
accept English drawing-room comedies 
as the beginning and end of world 
theatre; the "turn" has had little 
effect upon theory and practice. 
Little Theatres have been formed for 
the presentation of plays with leftist 
tendencies. Most of their efforts 
caricature good dramas and sincere 
characters into crude and unconvincing 
propaganda... 
Melbourne NTL (New Theatre League) 
workers, following a similar path, were 
diverted from i t , temporarily, to 
present "13 Dead", a drama of the 
miners killed when Shaft 20 "went~up" 20 
at Wonthaggi, Victoria. 
This Little Theatre no longer exists in Melbourne; its 
counterpart in Sydney remains a strong and viable Little 
Theatre. Baker believed that Theatre must go to the worker 
and be about the worker's problems, in effect, to make a large 
scale attack upon the conditions of the Australian worker. 
Possibly La Mama and the Australian Performing Group at the 
Pram Factory and in its street theatre programmes in Melbourne 
have fulfilled some of this need. Certainly the plays 
written and produced by the A.P.G. have been aggressively 
Australian and tend to favour the underdog against capitalism. 
The members of the A.P.G. profess to abhor capitalistic 
commercial theatre, but thrive on Government subsidy. Baker 
wrote scathingly of the 'capitalistic Trust". 
20 
John Baker, "ThePlight theatre is Left", Australian Dtama 
pamphlet, volume 4, (Sydney: 2938). 
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The Trust now feigns supreme; it feeds to 
the exploiters of land and industry and 
those that fawning foUoWf a diet of 
pornography, companies of baby ballerinas 
and broken-winded starsr and anything 
else that the English Trust has broken 
and discarded. Now this Trust Theatre 
Is about to be transferred to another 
group of business men just as any 
Trust-men transfer a chain of breweries 
and brothels. 
...Until the thirties of this century 
the Repertory and Little Theatre 
Movements (predominantly movements of 
amateur players who remain amateurs) 
have hobbled along in the wake of the 
Trust Theatre, exhibiting neither 
intelligence nor invention. Their 
workers have been the eager victims of 
Trust exploitation, and when discarded, 
have usually, through the weight of 
acquired "professional" conceit, sunk 
below, even, the level of effort 21 
demanded by Amateur Theatre work. 
Each era of Little Theatre growth has its philosopher 
or prophet who sees the problem of Australian Theatres and 
their audiences and provides a solution. For some the New 
Theatre League would offer the truth and a place for theatre 
in the life of the Australian worker. It was the best 
possible solution for the Community to John Baker - but even 
the New Theatre policy was not enough. In 1962, Wal Cherry 
declared that the problem in Australian Theatre was the 
audiences. 'Why don't they come to see serious theatre?' The 
only solution which had been offered for this problem was 
variety in the season of plays - box-office successes with 
more serious plays. Wal Cherry's solution to this "major 
problem" was style! 
...instead of embarrassedly tendering 
^^ ibid. 
60 
serious plays for only short runs or 
lightening a classic with some type of 
gimmick, he sought to create a style in 
which an Australian audience can understand 
and appreciate a Moliere, an Osborne or a 
Miller...an attempt to create an original 
and viable style which would both be 
communicable to the audienge and would 
allow actors a deeper grasp and insight 
into their art. 
Certainly the productions were excellent. It is interesting 
to compare this statement with Cherry's policies when Director 
at the Union Theatre Repertory Company from 1956-1959 and to 
those of the Legerdemain Theatre Company based at the Drama 
Centre of Flinders University in 1974. Wal Cherry had been one 
of the bright undergraduates caught up in theatre life at 
Melbourne University. John Sumner, the Manager and creative 
Director of the Union Theatre at Melbourne University, was 
engaged hu the Trust in 1956 and persuaded Wal Cherry to take 
over the Company for a period of time. In an opening manifesto 
for the 1957-2958 Season Cherry announced: 
During the season we shall continue our 
policy of producing a series of plays which 
represent a balance between the classical 
and the modern with an emphasis on new 23 
writing - both from Australia and overseas. 
Geoffrey Hutton, theatre critic and author of It Won't 
Last a Week: The first twenty years of the Melbourne Theatre 
Companij claimed that the classics took a long time to come and 
the Australian plays Cherry promised, did not come at all. 
This 2957 policy was the type he (Cherry) criticised in 2962 
as a poor solution in bringing audiences to Australian Theatres. 
^^ Theatre, Number 2, (published by the Melbourne University 
Dramatic Society and the Marlowe Society). October 1962, p.32. 
^^ Geoffrey Hutton, It k'on't last a V^eek: The first twenty years 
of the Melbourne Theatre Company, (Melbourne: Macmillan, 2975), 
p. 37. 
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In 2958, Wal Cherry spent four months on a University grant 
tguring Europe studying little theatres, including the avant-
garde. He returned most excited by Brecht's Berliner Ensemble. 
However/ the Union Theatre Repertory Company was not 
successful in its following season. The problems included 
huge financial losses. Cherry said: 
We have tried to make no compromise with 
commercialism and to develop ourselves 
as an ensemble theatre. 
The Company was saved by the return of John Sumner as 
director, with the Trust underwriting the losses. Wal Cherry 
insisted on his independence, which the University could not 
afford, and they parted company. In late 1961 he returned, at 
the invitation of John Sumner, to direct one play. Rhinoceros 
by lonesco, but by this time was involved in rehearsal and 
reconstruction at his Emerald Hill Theatre. His plans 
continued to stress the 'ensemble' and a new approach for the 
audience. 
Wal Cherry's ensemble - as he prefers the 
new theatre company to be called - will 
stage ten plays a year in two series of 
five, each series being done in repertoire. 
...this new group gives the following 
reasons for formation of the theatre and 
company:-
1. To house an ensemble of actors who want 
to work together towards a vital and 
coherent style. 
2. To present exciting and stimulating 
theatre for audiences who like to see 
real people on the stage. 
3. To give Australian playwrights the 
opportunity to develop plays through 
improvisation and collaboration with 
professional actors and producers. 
24 ibid,, p, 43. 
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4, To provide a small centre for a variety 
of activities which would not otherwise 
be presented by the theatre organisations 
with large overhead costs. 
In the early seventies Wal Cherry became Professor of 
Drama at flinders university in Adelaide. There he 
created a Drama Centre and in 2974 the Legerdemain Theatre 
Company was formed by twenty-one graduates of the University 
Drama Centre. The aims and objectives of that Theatre 
Company have the Wal Cherry influence. They included 
providing Adelaide theatre-going audiences with plays and 
performances they would not otherwise see; offering local 
playwrights a vehicle for production; giving actors and 
directors opportunities to explore 'styles' of theatre; and to 
create an 'ensemble' approach to acting and management. None 
of the Adelaide productions have to date been claimed as 
great successes either artistically or as 'box-office'. 
Although Wal Cherry aimed at professional standards and 
endeavoured to pay some actors, his semi-professional 
theatre companies existed at Little Theatre level. The 
seating capacity in the Emerald Hill Theatre was similar to 
the 176 of Brisbane Arts Theatre, and Wal Cherry found it 
difficult to exist in the semi-professional financial 
situation of a small audience capacity theatre. 
A more successful Little Theatre, formed at 
approximately the same time and now housed in its own 
theatre building, is the Basin Theatre Group. This Little 
Theatre may not have presented the type of plays in its early 
25 
Theatregoer, Vol.2, No.5, March 1962. pp. 16-17. 
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years of which Wal Cherry approyed, but its real success lies 
in twenty-four years of performance and in its unique theatre -
the first to be built in Victoria b'^ a,n amateur company 
without the aid of government grants. In 1966 the group 
made the decision to build an "up-to-date intimate theatre". 
$22,000 was saved from productions; the land was donated by 
the Chandler family who were the inspiration for the Basin 
Theatre Group; and with voluntary labour and an architect who 
understood the need for low cost, simple construction, a blend 
with the natural bush setting, 'character, rustic ruggedness 
and dramatic volume' the Basin Theatre Group's Little Theatre 
opened in 1973 for a production of Peter Shaffer's The Royal 
Hunt of the Sun. Although the group was formed in 1954, it was 
not until 1962, the year of formation of the Emerald Hill 
Theatre, that the Basin Theatre Group moved from lounge room 
rehearsal and local hall performance into a Little Theatre of 
sorts. A barn-like structure in bush surrounds drew 
audiences off the beaten track to fulfil the objectives of 
the Basin Theatre group: 
...bringing the experience of live theatre 
to this community, and with the aim of 
giving people in all walks of life the 
opportunity to participate in and learn 
the art and craft of the stager° 
Many interstate and local drama festivals were entered 
and awards won. The group is proud of its stability and 
courage and Stage 2 of the original building plan was begun 
in 1977. This involved workshop space, wardrobe storage. 
22st Anniversary Year Programme of the Basin Theatre Group 
for the production of The Constant Wife by Somerset Maugham 
in May-June 2975. 
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rehearsal rooms, office and additional wing space built at 
the rear of the present fortr^ feet wide and twenty feet deep 
stage. The stage has two revolving areas and may be altered 
in shape. The two hundred seats are situated on a raked 
auditorium floor. A worthwhile technical system of lights, 
sound, flats and furniture are used. Some of the productions 
since 2954 are: Quiet Weekend, Rookery NOok, Hay Fever, The 
Late Christopher Bean, See How They Run, My Three Angels, 
Ladies in Retirement, Blithe Spirit, Dry Rot, The Man Who 
Came to Dinner, The One Day of the Year, A View from the Bridge, 
Separate Tables, Arsenic and Old Lace, The Crucible, Night Must 
Fall, Dark of the Moon, The Royal Hunt of the Sun,"The Golden 
Legion of Cleaning women". Look Homeward Angel, Black Comedy, 
The Constant Wife, The Rainmaker, The Playboy of the Western 
World, Death of a Salesman, The Fantasticks, Philadelphia 
Here I Come and What the Butler Saw. 
The Basin Theatre Group is on the outskirts of 
Melbourne at the foot of the Dandenong Mountain range. In 
QQntrast, the Pumpkin Players, who describe themselves as 
"Melbourne's cosiest intimate Little Theatre" perform in a 
converted disused church in the inner city suburb of Richmond. 
The name 'Pumpkin Players' was given by the group's first 
leader Shaun Thorburn in 1966 and relates to the traditional 
theatre masks of tragedy and comedy, often carved in pumpkin 
shells for American Halloween. In 2967 the group raised funds 
for the complete renovation of a church building to provide 
tiered seating, an orchestra pit and dressing rooms beneath 
the stage. A programme of six full length plays each yearj 
has maintained the building in a technically worthwhile state 
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for a Little Theatre in city play production. The group pays 
$40.00 per week rental for continuous use of this church 
building, and the audience consists of friends, other 
theatre groups and some charity groups, not usually from the 
local area of Richmond. The Pumpkin Players envisage that in 
the future directors will be paid. In 1977 the policy of 
invitation to directors operated. The Constitutional Objects 
of this Little Theatre read more like a business venture than 
a theatrical venture and cover the legal phrasing for 
acquiring copywright, purchasing or hiring property or 
equipment, maintenance of insurance and the payment of 
claims made against the Society. The only object that 
indicates artistic achievement is unlike any other Little 
Theatre objective in Australia, 
To present produce manage conduct and 
represent at any theatre music hall or 
place of amusement or entertainment 
such plays dramas comedies operas 
burlesques pantomimes revues 
promenade or other concerts music 
and other pieces ballets shows 
exhibitions variety and other 
entertainments as the Societumay 
from time to time think fit. 
There was no punctuation in this statement other than 
the final full stop. The four strongest Little Theatres in 
Melbourne are considered to be Heidelberg Repertory, Malvern 
Theatre Company, Pumpkin Players and Clayton Theatre Group. 
On this basis and on the list of plays since 1966, the 
Pumpkin players must be attributed as an important Little Theatre 
in Victoria. Productions include The Golden Legion of Cleaning 
^^ Constitution of the Pumpkin Players, Richmond, Victoria (1977) 
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Women" Bad Seed, Pygmalion, The Mystery of the Hansom Cab, Our 
Town, The Man wh0 Came to pjmer, 7h0 Chi 1 dren's Hour, 
Sunday in New York, Tea and Sympathy, private Lives, Two for 
the Sea-Saw, Wait until Dark, Gaslight, Lost, Boeing Boeing, 
The Innocents, Ring Round the Moon, NUde with Violin, The 
Reluctant Debutante, The Lion in Winter, The Promise, a Revue 
titled "Viva Vaude-ville", The Prime of Miss Jean Brodie, The 
Fantasticks, The Glass Menagerie, A Flea in Her Ear, Lock Up 
Your Daughters, Night Must Fall, Butley, inadmissable Evidence 
and Conduct Unbecoming. 
Bob Karl, Vice-President of the Victorian Drama League, 
when interviewed in 1977, stated that competition between 
the metropolitan Little Theatres was 'pretty fierce'. Groups 
often visit others in performance and because audiences do 
not in general travel, different suburban Little Theatres may 
present the same play. The Tin Alley Players and Malvern 
Theatre Company are strong Little Theatres in the city area. 
Other inner city groups such as Mitcham, Box Hill, Ringwood and 
Blackburn are barely in existence, while Williamstown and 
Lilydale are thriving in the outer metropolitan area. The 
Drama Tutorial Service within the Victorian Drama League 
provides an excellent method of learning through production 
experience. Festivals are now fewer and the V.D.L. maintains 
a link for Little Theatres in the Metropolitan area of 
Melbourne and throughout Victoria. This is the current scene, 
and both this and the history of Little Theatre in Victoria 
have made significant artistic contribution to the community 
and its theatre reflection. 
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CHAPTER 
NEW SOUTH WALES 
Little Theatre comparable to the Adelaide Repertory 
Theatre and Sheridan Theatre, the Brisbane Repertory Theatre 
and Arts Theatre, the former Melbourne Little Theatre and Tin 
Alley players no longer exists in the city of Sydney. Two 
groups, the Catholic group, the Genesians, and Sydney's New 
Theatre, have survived because of appeal to a particular 
community, religious and political. The historical 
development of pittle Theatre in Sydney included the strongest 
Australian Little Theatre, The Independent at North Sydney; 
and the early Metropolitan; the Sydney University Dramatic 
Society; the Ensemble in its semi-professional beginings; 
and the Marian Street Theatre (Community) in its early amateur 
status. The suburban and country Little Theatres are spread 
over a vast area and remain the stronghold of Little /Theatre 
in New South Wales. 
Each State capital in the seventies fosters a unigue 
/Little Theatre, and Sydney is no exception. Adelaide Little 
'Dneatre is spurred to effort by the competition of an Arts and 
Festival conscious city; Melbourne Z^ittle n^heatre is struggling 
for revival in a heavily commercial theatre city centre but clings 
together in the Victorian Drama League; Brisbane ^ittle Theatre 
ignores any threat of professional competition and new groups 
of axtisti^c vitality appear annually; Perth, because of its 
distance, integrates professional and Little Theatre regularly 
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with little artistic differentiation; and Sydney pittle/heatre 
continues in two long-standing specialized groups and around these 
the new professionalism defies commercialism and presents the 
experimental, avant-garde and the unusual classics thus 
limiting the choice of plays for Little Theatre enormously. 
One of these two long-standing specialized groups is the 
New Theatre in Sydney. The New Theatre in Australia has en^c^ed m 
theatrical activities in Brisbane and in Melbourne, but as a 
dttle ^heatre has made its strongest influence in Sydney. 
Founded in 1932 it continues in the seventies "a vigorous and 
dramatic attack on the issues and injustices affecting 
Australia and the world".^ The group is 'specialized' in that 
early plays chosen by this Little Theatre had political 'left' 
bases and themes of freedom for the oppressed worker. These 
may not be the limits on play types now, but social relevance 
remains the keynote of the theatrical entertainment. The 
audiences for New Theatre productions were never 'general public' 
or 'theatre artists' but were workers and particular groups 
relating socially to the issues of the play. The local 
community at Newtown where the New Theatre moved in 1973 
consists of varied ethnic groups and the New Theatre members 
have involved Greek, Croatian and Turkish groups in their own 
ethnic productions. 
Lunch-time revue-style performances in Sydney factories 
have been presented and were funded by the Amalgamated Metal 
Workers Union and the Australia Council. Involvement with 
publicity brochure entitled "New Theatre Welcomes You" 
publishe^d in 2975 by the New Theatre. 
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unions, ethnic groups, new Australian plays, workers, student 
groups and left-wing political groups has given the New 
Theatre a 'raison d'etre' in regard to specialized audience 
appeal and continued support for forty-six years of performance. 
Two pamphlets published by the New Theatre in 1959 and in 
1975 give an account of this Little Theatre's formation and 
development, 
Australia, 29321 Bing Crosby crooned "Home 
on the Range" while people stood in dole 
queues. The 'talkies' were in...people were 
scratching for the rent, let alone the 
price of a theatre ticket. 
And yet, incredible as it may seem, it was 
in Sydney in 1932, that an enthusiastic 
little group of people pooled their 
energy and their talents to found what 
was to become the most vital and 
provocative theatre in Australian history -
New Theatre, They commenced as part of a 
Workers Art Club, writing, acting and 
producing simple but stinging dramatic 
comments on their everyday life. These 
they put on in homes, at meetings, on 
street corners. They had something to 
say, and they said i t , often crudely 
and without artistry, but sincerely. 
Because of that, they found their 
audiences. The spark was kindled. A 
new type of theatre was born. 
Very quickly the idea spread to other 
States. Melbourne formed a Workers 
Theatre Group, Brisbane University 
Students established a Students' Theatre, 
and all three groups, though with 
different names, were imbued with the 
same intense sympathy towards the 
working people and radical ideals. It 
was natural, therefore, that time and 
experience should mould them into a 
national body now called New Theatre, 
Australia. 
In July 1936, Sydney New Theatre had its 
first brush with political censorship. 
The New Theatre, Notes on the history of The New Theatre, 
Australia published by the New Theatre Sydney, 1959, 
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Under pressure from Hitler's Consul in 
Australia, the N.S.W, Chief Secretary 
banned the brilliant Clifford Odets play 
Till the Day 1 Dje, a taut, dramatic 
portrayal of people living under the 
brutality of fascism. 
Despite the ban (which was not lifted 
until late 2942 when Australians were 
actually at war against fascism) New 
Theatre found ways of bringing this 
play to the Australian people. 
The first production had taken place at the Savoy Theatre, 
Bligh Street, Sydney on the 1st July, 1936, and reviews 
one c?t 
mentioned the attack on the Nazis in the plays. Thus the 
planned second performance on July 22nd, 1936 was censored. 
That night, the New Theatre appeared before a packed house in 
the Savoy Theatre and presented the first play, a revivial of 
Waiting for Lefty. Prior to the second half of the Programme, 
the New Theatre's secretary (and actor) told the audience that 
"democratic liberties" had been "encroached" and the group had 
been forbidden to present Till The Day I Die, but would 
instead present another play. This play was, of course, 
though unnamed. Till The Day I Die and the police moved on to 
the stage. The following publicity led to numerous private 
performances and thousands of people saw the play. In 
Melbourne, the New Theatre (Workers') Group also suffered 
censorship of production. In Perth, a similar Worker's Theatre 
Group had some success in production of Till The Day I Die. 
Despite protests, performances were given. 
In 1951, New Theatre... performed a play 
underground in a mine for miners staging 
a sit-in strike at Glen Davis. Although 
3 Publicity Brochure entitled "New Theatre Welcomes You" 
published by the New Theatre, 29J5, 
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the play. The Candy Store, was about a 
strike in a chain store, its theme was 
pertinent to the miners' protest against 
the decision by the Menzies Government to 
close down the shale oil coal mine. The 
miners and New Theatre over twenty years 
ago recognized and protested against a 
blatant sell-out to the development of 
Australia's natural resources, an issue 
which now has become of crucial importance. 
In 1953, New Theatre premiered the first 
truly Australian musical Reedy Rjver. 
Essentially about the aftermath of the 
great shearers strike of 1891, Reedy 
River has become a landmark because of 
the impetus it gave to a revival of 
interest in our rich but little known 
store of Australian folk songs. (Click 
Co the Shears, Old Black Billy). 
In 1968, N.S.W. police, acting on a ruling 
of the Chief Secretary, raided the theatre 
and banned the controversial play America 
Hurrah. The NEW became the centre of a 
hotly-debated argument on state-imposed 
censorship and managed to defy the ban 
by hilariously satirizing the banned 
segment of the play. Later, "Friends of 
American Hurrah" put on a one-night 
uncensored version to a packed house in 
the Teachers Federation Auditorium, while 
thousands of people thronged Sussex Street 
outside, hoping in vain to see the play. 
In 1973 New Theatre moved to Newtown 
and for the first time owned its own 
building. With tremendous support from 
unions and friends of the theatre a former 
factory was transformed into a modern 
"little theatre". 
In 1975 New Theatre was once again the 
talk of the town with a record-breaking 
run of One Flew Over the Cuckoo's Nest. 
Also in this year the Australia Council 
came to the aid of the party with a 
$57,000 grant to help pay off New 
Theatre's new premises. 
This Little Theatre's development is marked by notable 
productions and events surrounding those productions, but 
probably Reedy Riyer is the most successful play the 
ibid. 
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group has staged. New Theatres in all States presented the 
play in cities, suburbs and country areas, A conservative 
estimate of 130,000 people is given as those who saw the show. 
In N.S.W., alone, 100,000 people saw the Sydney production. 
Reedy River was presented at the Unity Theatre in London and 
by the Australian delegation to the Warsaw Youth Festival in 
1955. 
Between 1953 and 1958 New Theatre presented other 
Australian plays: "Pioneers" by Katharine Prichard, "Under 
the Coolibah Tree" by Dick Diamond, "Lawson", The Torrents , 
"Had We But World Enough" by Oriel Gray, "Home Brew" and "The 
Wild Colonial Boy" by John Clarke, "Pacific Paradise" by 
Dymphna Cusack and seven others. This led the Current 
Affairs Bulletin to include in its July 1958 edition: 
Only one Little Theatre, The Left-wing 
New Theatre League, has tried to 
train writers as well as actors. It has 
invited them to work backstage and 
onstage, to attend rehearsals of their 
own plays and to observe difficulties 
and discoveries. As a result of this 
experience, writers have revised their 
scripts. This method trained the 
talented playwright Oriel Gray to a ^ 
high degree of technical competence. 
Other plays presented by the New Theatre have included 
Arms and the Man by G.B. Shaw, The Crucible by Arthur 
Miller, Nekrassov by Jean Pau2 Sa.rtre, "The Good Soldier 
Schweik" and "Johnny Noble" by Ewan McColl, Golden Boy by 
Clifford Odets, and more recently The Changing Room by David 
^' "Australian Drama and Theatre", Current Affairs Bulletin. 
Published by Tutorial Classes Department University of 
Sydney, Vol.22, No.7, July 1958^ p.119. 
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Storey. Members of the New Theatre make regular interchange 
with other Little Theatres by participating in various 
Festivals including in the past the World Youth Festivals of 
1953 and 1955. 
Currently five plays are presented each year with 
professional directors and management staff and amateur actors 
and technical assistance. Subscription is offered to members 
at $15.00 per year. In the membership brochure it is stated 
that "only very tough theatres survive that long" meaning 
from 1932 to the present day. This is probably the best 
adjective to describe the New Theatre - "tough". This Little 
Theatre enjoys being "tough" and appears to thrive on 
productions that cause an uproar and demand a 'tough' 
retaliation of further tenacious activity. 
The other 'long-standing specialized group' is The 
Genesian Theatre and in no way could this Little Theatre be 
considered 'tough'. While the New Theatre proclaims its 
activities as a "vigorous and dramatic attack on the issues 
and injustices affecting Australia and the world"P the first 
object of The Genesian Theatre and Company is "to utilize 
the theatrical arts for the greater glory of God". The image 
of The Genesian Theatre is that of dedication and an artistic 
standard that mirrors its strength in the high moral standard. 
This firmness of purpose indicates tenacity and certainly does 
not oppose 'tough' in the sense of weakness, naivety or 
compliance, yet the group is not aggressive but somewhat urbane. 
6. 
Publicity Brochure, entitled "New Theatre Welcomes You", 
published by the New Theatre, 1975. 
Two articles entitled "New Theatre Movement" written by Mona 
Brand, appeared in Theatre Australia in Oct. 1978, Nov. 2978 
after completion of this thesis. They contain in-depth 
information referred to in this section of this thesis. 
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The remaining Objects are stated in a publication in 1974 
entitled "The Genesian" which includes detailed historical 
data about the 1867 building in which The Genesian Theatre 
performs. 
(b) To establish and develop a Catholic 
Theatre within the Archdiocese of 
Sydney. 
(c) To present plays which are in accordance 
with Catholic principles. 
(d) To encourage its members to use their 
talents to their own greater 
sanctification. 
(e) To train members to become producers, 
actors, writers, technicians, 
directors and designers by giving 
them access to training in all 
aspects of theatre. 
(f) To encourage members to an 
appreciation of the best in drama 
and the kindred arts. 
(g) To exercise an influence in the 
theatre generally in favour of 
higher moral and artistic 
standards. 
(h) To provide a rallying point for 
all those interested in Catholic 
Theatre. 
(i) To make the Genesian Theatre a 
house of God by the regular 
celebration of mass therein. 
(j) To provide for the spiritual 
progress and unity of the members _ 
through the annual Mass and Retreat. 
The Genesian Theatre was formed from a meeting on 
24th August, 1944, by some members of the Catholic Youth 
Organization. The name is derived from St. Genesius, Patron 
Saint of Actors, who as the pagan actor, Genesius, became 
"The Genesian", Souvenir Booklet, Appendix III, published 
by The Genesian Theatre and Company, Wednesday, 6 March, 1974. 
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Christian and a martyr in acting the role of a Christian 
martyr to amuse the Emperor Diocletian in the year 303. His 
Feast Day is on 25th August and Henri Gheon's play "The 
Comedian" about Genesius was chosen as the Theatre's first 
production in January 1945 at the Australian Hall (now the 
Richbrooke Theatre). The second play Pride and Prejudice 
received the following review in The Sydney Morning Herald. 
The Genesian Players deserve high 
ranking among Sydney's amateur theatrical 
groups for their performance of Pride 
and Prejudice at the Australian Hall 
last night. The costumes and the 
lighting were well done, and this gave 
the show a degree of dressiness that is 
not common among amateurs. Exceptional 
feeling for style and precision of wit 
are essential to overcome the gradual 
diminuendo of interest in the written 
play. Last night's production had 
its moments of very good style... 
In the following ten years a variety of stages were 
used for presentation of plays: The Sydney Radio Theatre, 
George Street (1945-1947); The Conservatorium (1948); 
Manressa Hall, North Sydney (1948-1953); and The Capitol 
Theatre (1953). The century-old Church Building in Kent 
Street in the city was vacated by a Hostel group in 1952, and 
Cardinal Gilroy generously made it available for The 
Genesians. Between 1932 and 1938 this old church property 
had been the home of Scott Alexander's Sydney Repertory 
Theatre, but it required extensive alterations in 1952 to suit 
the productions of The Genesians. A new stage, dressing rooms, 
dress-circle staircase and theatre seats were installed for 
8. 
(L.B.), The Sydney Morning Herald, 26 May 1945. 
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the opening performance on 8th April 1954 of T.S. Eliot's 
Murder in the Cathedral. 
This production by James Lang had won the New South 
Wales finals of the Commonwealth Jubilee Amateur Theatre 
Festival in 1951, and Philip Hickie's set had won the Scenic 
Design Competition associated with i t . This Commonwealth 
Amateur Drama Competition was conducted by the British Drama 
League and a production from each State visited Hobart in 
Tasmania for the National Festival Fortnight in the Theatre 
Royal there. The State finalists were: 
Goldfields Repertory Club (Kalgoorlie) 
in Ladies in Retirement by E. Percy 
and R. Denham. 
Brisbane Arts Theatre in Our Town 
by Thornton Wilder 
Tin Alley Players in Desert Highway 
by J.B. Priestley 
Adelaide Repertory Theatre in The 
Little Foxes by Lillian Hellman 
Launceston Players in Much Ado 
About Nothing by William Shakespeare 
Adelaide Repertory Theatre won the Competition, but it 
was a well deserved honour that the Genesian Theatre 
production had been chosen as the best amateur or Little 
Theatre production to represent New South Wales. Creditable 
comments have also been expressed by theatre critics in a 
variety of Sydney newspapers from 1945-1975. The following 
extracts were collected by the theatre group and included 
in the souvenir booklet "The Genesian". 
The Marvellous History of St. Bernard -
9 
British Drama League, Bulletin No.97, Nov. 1951. 
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The Sydney Morning Herald - July 1947 
The Marvellous History of St. Bernard 
presented last night at the Radio 
Theatre by the Genesians is a play which 
re-creates the mediaeval world, with its 
sense of the transitoriness of earthly 
existence and the high density of man... 
James H. Lang's production is imbued 
with real understanding of a rare and 
magical play, and has added interest 
because entries which are made through 
the centre aisle of the auditorium...A.T. 
Fine Work by Genesians - The Sun - 1.8.1950 
Realistic scenery, excellent costuming, 
and a fine character study by Harold 
Frazer, combined to make last night's 
production of Noah by the Genesians, 
one of the finest amateur shows for 
some time. Notably in the opening 
woodland scene, the clever use of 
projected scenery lifted the decor 
well above the usual amateur standard...D.J.G. 
Genesians Win Play Festival 
The Genesians, with their picturesque 
stained-glass production of T.S. Eliot's 
Murder in the Cathedral, won the N.S.W. 
section of the Commonwealth Jubilee 
contest for amateur theatrical groups... 
The discipline, imaginativeness, elevation, 
and ensemble of their work, with beautiful 
swellings of romantic sound to listen to, 
were clearly outstanding...(Mr.(Martin) 
Browne regarded the setting the best he 
had ever seen for this play; his 
audience shared the delight he found in 
Peter Kenna's polished little role as 
the Herald, so quick with light and 
buoyancy...L.B. 
Great Drama of an Actor - Saint - The Sydney 
Morning Herald 26.5.1952 
The Genesians accomplished some of their 
finest work during their thoughtful 
and well-planned performance of Henri 
Gheon's great and beautiful drama. The 
Comedian, at Manressa Hall, North Sydney 
on Saturday...L.B. 
Genesians Stage "Cockpit" - The Sydney Morning 
Herald - 12.6.1954 
The Genesian Theatre last night gave a 
forcefully artistic performance of Bridget 
Boland's Cockpit, a vehement documentary 
study of the seething fears and internecine 
hatreds that are smashing Europe to 
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20. 
smithereens...(The Players) all contributed 
work of a kind to put the Genesians ahead 
of all other Little Theatre groups in Sydney 
at present. L.B. 
Tennessee Williams Play Revived - The Sydney 
Morning Herald - 25.2.1956 
The Genesians surpassed themselves with their 
sensitive and luminous performance of 
Tennessee William's The Glass Menagerie 
last night...they proved that a non-
professional company, if it is devoted 
enough, can even attempt plays of most 
delicate poetic fabric without ripping 
it...L.B. 
King Lear Intelligent Production - The Sydney 
Morning Herald - 11.2.1967 
School Students might well do worse than 
have the Genesian Theatre's production of 
King Lear as their introduction to live 
Shakespeare. It is a lively and intelligent 
production by Margaret Rieneck of three 
hours of what must be almost the full 
script and performances of a quite 
distinguished amateur standard. They 
have two notable things in their 
favour - one that every line of the 
play is heard and understood by both 
speaker and hearer, and the other that 
the personalities are distinctly and 
individually set...Despite...reservations 
this "Lear" is probably the most 
thoughtful production of Shakespeare 
by amateurs I have seen in Sydney... 
Katharine Brisbane. 
A "Gamble" That Pays Off - Daily Telegraph - 13,2,1967 
The Genesians proved folly to be wise with 
their staging of the difficult "unacta-bie." 
King Lear, which opened the group's 1967 
season at the weekend,..it seemed folly 
for a little theatre of limited resources 
to tackle the Shakespeare play - a 
tremendous undertaking on any count. 
But the Genesians confounded pessimistic 
prognostication in Margaret Rieneck's 
most articulate production. Sharp 
comprehensive and vocal clarity and 
projection are the common attributes 
of the large cast with highly intelligent 
and individual interpretation,..Billie 
Burke, 
"The Genesian", Souvenir Booklet, published by The Genesian 
Theatre and Company Wednesday, 6 March 1974, 
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It is remarkable what a self-styled amateur 
company can achieve under expert professional 
direction. One might go far before lighting 
upon a better performance of Richard III 
than was given by the Genesians on Saturday 
night. There were two stars of the 
occasion. The first. Colleen Clifford 
as director, who presented Shakespeare 
in pure form with none of the fashionable 
gimmickry and up-dating t^^t seems 
nowadays to be essential. 
Colleen Plays a Real Ace. 
The Genesian Theatre's splendidly assured 
and articulate production of Richard III 
is a personal triumph for director 
Colleen Clifford. Shakespeare's every 
word is given clarity and sense by 
both major and minor characters,.. 
The richly-costumed cast of 32 is 
smoothly deployed about the tiny stage, 
given an impression of spaciousness by 
Michael Schell's simple set and effective 
lighting...Only complaint is about the 
3h hours duration of the production, which 
would suffer nothing by a judicious 
pruning of some 30 minutes from the 
text. 
Pleasing Evening. 
Purely commercial plays such as The Man 
Who Came to Dinner have little chance 
of revival except by strongly 
entrenched amateur groups. Inflated 
costs compel even the subsidised 
theatres to look for plays with 
smaller casts. Happily, the very 
consistent Genesian Theatre is one 
of the few groups able to muster a 
reasonable company of 21 and it is 
now staging a very acceptable production 
of that fine comedy by Moss Hart and 
George Kaufmann. 
A total of one hundred and sixty-two major and mid-week 
plays were presented by The Genesians between January 1945 
• The Sydney Morning Herald, 28 May 1975. 
•i^- Norman Kessell, "Colleen Plays a Real Ace", Daily Telegraph, 
27 May 1973. 
13. Norman Kessell, "Pleasing Evening", Daily Telegraph, 
16 November 1975. 
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and December 1976, the longest running being King Lear in 1967 
with a three month season. In general, six productions are 
offered each year, playing on Friday, Saturday and Sunday 
nights for a five week season. In addition, the Genesians 
have provided special programmes in parish churches, at the 
Cathedral and in parks. Workshops and 'Studio Evenings' are 
held approximately every two months for the training of 
inexperienced players for experimental theatre. A Drama 
Festival for Catholic Schools was held annually from 1961 
until 1973 and young members began their probationary 
activity with the group from this source. 
Many professional theatre, television and radio people 
have worked with The Genesians in its thirty-four year 
history. These include James Lang, Colleen Clifford, 
Philippa Baker, Leo Schofield, Peter Kenna, James Dibble, 
Peter Carroll, John Bell, Ron Blair, Paul O'Loughlin, Douglas 
Hedge and Bill Pepper. A complete list of productions is 
given in Appendix III and it is interesting to equate some of 
these with the Objects of The Genesians which call for 
theatre pursued for the glory of God and in accordance with 
Catholic principles and high moral and artistic standards. 
Worth consideration as valuable productions for a Little 
Theatre, particularly a Catholic Little Theatre are Uncle 
Vanya, London Assurance, A Delicate Balance (1972), Their 
Very Own and Golden City (1973), The Eagle Has Two Heads, 
The Comedy of Errors and The Lady's Not For Burning (1974), 
Black Comedy, Richard III, The Birthday Party and The 
Daughter-In-Law (1975) and Othello and School for Scandal 
(29.76) . 
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The central city location of the Genesian Theatre is 
important for this Little Theatre. The building, which is 
over one hundred years old, has provided interest and 
distinction for the group. High city rentals which would 
normally prevent such ideal accessibility are absorbed by 
the Catholic Church, and thus make possible the continued 
physical existence of a Little Theatre in a city centre. 
The Genesian Theatre and Company acknowledge such 
importance in historical research by members and production 
of a varied and worthy selection of plays under conditions 
that are by no means perfect. Catholic church sponsorship 
must inhibit membership and choice of play; professional 
competition is enormous in Sydney and the building, though 
interesting, lacks ideal theatre facilities. However, as 
other Little Theatres have grown and disappeared, the Genesian 
Theatre and Company continues to play for its supportive 
audience and has made a considerable contribution to Little 
Theatre development in New South Wales. 
The greatest Australian Little Theatre of all is one of 
those which grew and then 'disappeared' as recently as 1977. 
This was the Independent Theatre founded and directed by 
Miss Doris Fitton, a grand lady who held the theatre together 
for over forty-five years. Doris Fitton had been acting as a 
young woman with Gregan McMahon in the Melbourne Repertory 
Theatre and later with the Sydney Repertory Theatre (1924-1927) 
and at the Turret Theatre at Kirribilli until it closed in 
1929. It was then that Doris Fitton decided adventurously 
to form her own theatre, modelled on her study of Stanislavski's 
My Life In Art, the Moscow Art Theatre, the Dublin Abbey 
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Theatre and the old London Independent Theatre of the 1890's. 
Doris Fitton set to work "to present seasons of classics, new 
plays and Australian plays". 
The object and policy of the Independent Theatre, or 
rather of its continued Director, Doris Fitton, are outlined 
in the 'Fortieth Birthday Souvenir Booklet of the History of 
the Independent Theatre, North Sydney, May 1930 to May, 1970'. 
...object of presenting the world's best 
plays with a high standard of production 
and for the development of Australian 
talent in all phases of theatre... 
Miss Fitton, as director, sought to follow 
the inspiration she had found in 
Stanislavski's great book, "My Life in 
Art", in which he expounds his ideals: 
the finest plays available, no stars; 
everyone to serve the play, care in 
detail of production. This theatre 
has adhered po this policy for the past 
40 years... 
The list of productions in those forty years (1930 - 1970) 
in Appendix IV exemplifies the choice of play as being 
consistently noted as the 'world's best' and also the 
philosophy of actors 'serving the play'. Over eighty 
productions were of Australian plays, and the Independent 
Theatre created a reputation for encouraging and workshopping 
local drama in a most supportive manner. Leslie Rees, author 
of The Making of Australian Drama writes in the foreword to 
The Independent Theatre souvenir booklet: 
My feeling of indebtedness and gratitude 
to the Independent and to Doris, is lively 
-^ '^ Masque, Volume 1, No.2., Sept.-Oct.- 2967, p.24. 
15. independent Theatre - 3Qth May, 1930 - 30th May, 1970 
(Souvenir Booklet). 
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and real for the record of Australian 
plays nurtured there - over eighty, 
including the great Rusty Bugles - and 
for the remarkable cornucopia of 
worthwhile overseas works which those 
many people who live permanently in 
Sydney would not otherwise have 
experienced. 
This particular 'serving the play' was true, for 
productions were generally of a high standard as Norman 
Kessell, newspaper drama critic explained. While recounting 
the successes of the Independent Theatre, Norman Kessell also 
recalls the almost 'famous' list of actors that have played 
at this Theatre. These names are inseparable from the 
productions in which they performed. For this reason 
Stanislavski's ideal of 'no stars' and "everyone serving the 
play" has an ironical story on inter-dependent achievement. 
Norman Kessell writes: 
...Long, long before the advent of those 
other excellent drama centres we enjoy 
today, the Independent was the one 
cultural oasis in a commercial desert. 
Where else then would we have seen 
worthwhile presentations of the works 
of Tennessee Williams, Arthur Miller, 
Pinter, Beckett? It is for this that 
I, for one, will always be grateful 
to Miss Doris Fitton and all who have 
worked with her and for her...Players 
we've seen in the past 10 years, some 
less famous than now, include Mark 
McManus, Ron Haddrick, Alexander Hay, 
Alexander Archdale, James Condon, Reg 
Livermore, Al Thomas, Will Mahoney, 
Owen Weingott, Leonard Teale, Tony 
Ward, Brian James, Jacqueline Kott, 
Bettina Welch, Neva Carr Glyn, Ruth 
Cracknel1, Clare Dunn, Sheila Bradley, 
Anne Haddy, Aileen Britton, Betty 
Lucas, Arlene Dorgan, Patsy Ann Noble, 




of names from a joyous collection. 
Play titles, reputable actors' names, support of 
Australian drama are reasons for the 'greatness' of the 
Independent Little Theatre, but the history of its growth 
and achievement is quite remarkable. 
Doris Fitton founded the Independent Theatre on 30th May, 
1930 with a Company of twenty actors and actresses in Clubrooms 
over the Mary Elizabeth Restaurant in King Street, Sydney. 
When the first production, "By Candle Light" was presented 
in August, 1930 at St. James' Hall, Phillip Street, Sydney, 
one hundred members had joined the Independent Theatre. In 
1932 the group moved to the Savoy Theatre and continued to 
present plays regularly on Saturday nights for a season of 
six performances. In the seven years of playing at the Savoy 
Theatre, membership increased to seven hundred. Early 
audiences were secured with light comedies, but in 1931 
Othello was presented and as actors developed their techniques 
during the season performances, a wide variety of classical 
plays and a wide choice of the finest modern playwrights were 
offered. In those early years there was very little 
competition. Commercial enterprises were more interested in 
the new 'talkies'. J.C. Williamson Ltd. appreciated the 
Independent's artistic achievement and sponsored their 
production of The Constant Nymph in a change of venue to 
the Palace Theatre for a two week season, playing nightly. 
In 1937 the Savoy Theatre received an offer to present 
^"^' Ibid. 
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foreign films every night, and reluctantly the Independent 
Theatre moved from the five hundred seat Savoy Theatre to the 
one thousand seat Conservatorium of Music Theatre playing 
only two out of every four Saturday nights because of prior 
Orchestral bookings. A small stage was built in the clubrooms 
then in Pitt Street for additional, more intimate productions 
which by now included such actors as Peter Finch, John Alden 
and Sumner Locke-Elliott. 
In June 1939, Mr. Harald Bowden, then General Manager of 
J.C. Williamson Ltd., persuaded the Independent Theatre and 
Doris Fitton to present an experimental season in the North 
Sydney Coliseum Theatre. Although the building was drab and 
difficult to draw audiences, that building was to become 
the permanent home for the Independent Theatre which had 
'wandered' for ten years. 
The beginning of the war found the theatre 
in its own permanent home - the old 
Vaudeville theatre where Gladys 
Moncrieff first sang in Australia. At 
the end of the war it was bought by 
Theatre Freeholds, a company closely 
tied to the Independent. It was bought 
cheaply because of its shabby condition, 
and had been everything a theatre 
could be - even a tramshed! Yet, 
complete with ghost, it was theirs, and 
a permanent home for the Company. One 
of Miss Fitton's first improvements 
to the building was a Neon sign which put 
the Independent in lights, and it is 
still there. 2^ 
There were many qualms among our 
Committee and members, but we had 
been a "wandering tribe" for just on 
ten years and needed our own home, even 
•^ *^ Masque, Volume 1, No.l, Sept. - Oct., 1967, p. 13. 
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if in the unexplored territory 
(theatrically) of the North Shore! 
My arguments were - we were large 
enough to need premises entirely for 
ourselves and a building to store our 
plant where we could have several dress 
rehearsals without having to pack 
scenery away. We were weary of being 
at the mercy of caretakers and, being a 
large organization, needed our own 
club-rooms and offices...We again 
chose a comedy for our "attack" on 
the North Shore, sensing that we must 
build a new audience. Our reputation 
had carried us into our theatre and this 
was a triumph, even though it was at the 
time outside city theatre territory. The 
opening night came Saturday, 3rd September, 
1939...At midnight Britain declared war 
on Germany...but we opened just the same. 
We played "French Without Tears" to a 
crowded house and with great success. 
Next day the world was in chaos. We 
were in our own building after ten 
years' effort and wondered how we could 
carry on. We managed this in spite of 
brown-outs, petrol rationing, war 
crises and our men enlisting in the 
army, navy and air force. 
At first the building was leased, but with debenture 
holders and shareholders, the holding company Theatre 
Freeholds Limited, purchased the building to encourage the 
Independent Theatre's presentation of first-class plays. 
At the same time as productions and all this activity the 
theatre established associated ventures to give it strength 
and resources. The children's Theatre Company was 
established during the Savoy Theatre days with a successful 
production of Peter Pan. Plays were presented each 
Saturday afternoon on the same scale as major productions 
with professional directors and a budget for costumes and 
19. 
independent Theatre - 30th May 1930 - 30th May 1970, 
(Souvenir Booklet) 
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staging. This Children's Theatre served as a strong proving 
ground for students of the theatre school, as well as 
providing an introduction to theatre for potential audiences 
of tomorrow. A School of Dramatic Art was founded in 1933. 
In 1967 four hundred young people were receiving training in 
drama making this the largest theatre school in Australia, 
possibly in the world. Classical training was provided and 
because of its assocation with the theatre was able to 
promote promising talent. 
We felt that an established theatre 
should have its own school. Every 
advantage is to be gained from i t , 
for it not only trains promising 
talent but enables the management 
to try them out in minor work on 
productions and has proved to be an 
horizon for young people who envisage 
entering the profession of the theatre,20 
For a long time an important associate of the theatre was 
the John Alden Company. This provided most of the 
Shakespearian productions in Sydney for many years. From 
the formation of the Independent in 1930 until 1944, Doris 
Fitton directed every production, that is one hundred and 
forty-eight, other than twenty-five plays directed by various 
producers. John Alden's name appears as director for three 
plays prior to Measure for Measure by William Shakespeare 
in December 1948. Those that followed and are listed as 
productions for the Independent Theatre were The Merry 
Wives of Windsor, The Tempest, A Winter's Tale (1949), 
^0' ibid. 
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The Merchant of Venice (1950) and (1957) , Titus Andronicus 
(1958), and A Midsummer Night's Dream (1959). Between 1959 
and 1970, three student productions of Shakespearian plays 
were presented and one other. The Merchant of Venice in 1969 
directed by Noelann Gandon. Until 1977, when the Nimrod 
Theatre increased its interest in Shakespearian productions, 
there appeared to be no replacement for the John Alden 
Company. 
Despite the Independent Theatre's policy of presenting the 
best new plays available, as well as productions of the 
classics and of Australian plays, some critics claimed that 
the choice of plays on occasions was disastrous and 
standards insufficient. In general, productions were 
excellent and two exceptionally exciting productions 
occurred in December 1945 and October 1948. The first was 
Eugene O'Neill's Mourning Becomes Electra directed by 
Robert Quentin and played for a three month season. In 
order to accommodate the three plays in one, the Independent 
began the evening performance at six o'clock, and during a 
half hour interval served the audience and cast a light 
meal. Nobody expected a favourable reaction, but the play 
opened to a full house and set a box-office record for the 
Theatre. Foyer, the theatre magazine published by the 
Melbourne Little Theatre, included a glowing report in its 
'Sydney Scene' feature. 
The New Year ushered in several daring 
flights on the part of Sydney's little 
theatres, what with the Independent 
Theatre's offering of Eugene O'Neill's 
gigantic "Mourning Becomes Electra", the 
13 acts of which defy theatrical 
convention - and last trams; Bryant's 
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Playhouse's stylized presentation of 
Saroyan's "The Beautiful People", and the 
last production in the New Theatre League's 
Moliere season - "Tartuffe". 
O'Neill's tragic trilogy has been hailed 
as Sydney's biggest theatrical event in 
years. It is certainly "big", taking 
just over five hours to perform, from 
6.30pm to 11.40pm. Buffet tea is served 
in the foyer at 8pm for the benefit of 
those whose spirit is willing but whose 
flesh "can't take it". But whether 
one agrees with Somerset Maugham's dictum 
that the last suburban train is the 
commercial dramatist's best friend, in 
so far as it imposes a definite time 
limit on his play, "Mourning Becomes 
Electra" is attracting capacity houses 
in its third week. (The leading Sydney 
Little Theatres play on Thursday, 
Friday and Saturday only of each week). 
The production is in the hands of 
Robert Quentin. Settings are by 
Wm. Constable and costumes by 
Alistair Roberts, and the Independent's 
Director, Doris Fitton, makes one of 
her rare appearances in the role of the 
mother. 
Two months later. Foyer again reports on this production, 
now transferred to Melbourne. 
Highlight of the theatrical month in the 
Harbour City is the Independent Theatre's 
visit to Melbourne, where, fresh from 
its record-breaking Sydney season of 33 
performances, it is now presenting 
"Mourning Becomes Electra" to Comedy 
Theatre audiences. In choosing to 
brace the criticism of Melbourne 
playgoers in a massive vehicle such 
as "Electra", the Independent i^itaking 
its courage in both hands, but this is 
the spirit which must fire little 
theatre endeavour if it is to fulfil 
its proper function in the community 
Coincidently with the Melbourne premiere 
of "Mourning Becomes Electra", the 
Independent opened a country tour for 
C.E.M.A. at Bathurst with Shaw's 
"Candida". And as though this were 
22. Foyer, Theatre Magazine published by the Melbourne Little 
Theatre, March 1946, p.14. 
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not enough for a little theatre, at its 
North Sydney playhouse, Mazdo de la Roche's 
"Whiteoaks", with Hilda Dorrington as the 
centenarian matriarch, is holding the 
stage.•^^ 
The extent of theatrical activity of the Independent 
in that year was notable in its artistic endeavour. The only 
other Little Theatre - interstate - exchange has been between 
New Theatre groups and University groups, and neither of 
these played commercially at the Comedy Theatre. The Theatre 
critic of the Sydney Morning Herald, Lindsey Browne ("L.B."), 
reviewed 1945 making no distinction between professional 
and amateur performances. In fact he singled out the actors 
in the Independent Theatre. 
...Edgar Yardley, who gave a moving 
portrayal of Noah in Andre Obey's play 
of that name at the Independent, as 
the best actor of the year, and Marie 
Rosenfield (now in America) as the 
best actress. Her Elizabeth in "The 
Barretts of Wimpole Street" at the 
Independent was notable. 
"L.B." points out that of the 65 plays 
reviewed by his paper during 1945, fewer 
than a dozen were professional 
productions, "and even in some of those 
dozen professional plays, the 
players were mostly 'paid amateurs'." 
"'Professional' plays", he continues, 
"are most often under-prepared, dull, 
imprecise, and unimaginative in 
production. It is even suggested 
by some of the most ardent amateur 
theatre people that the two existing 
professional theatres have alienated 
potential audiences by mediocre 
productions of mediocre plays, which 
they full expect to get by at the 
box office because of the hundreds 
of thousands of people whose taste 
22. 
ibid. May 1946, p.14. (Note incorrect punctuation for 
quotation marks and brackets). 
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has already been corrupted by poor theatre 
over the years. Bad money, according 
to the law of economics drives out good -
but only so long as it is allowed to 
remain in circulation at all." 
2945 was a year to remember for the Independent Theatre, 
but 2948 provided the greatest challenge. Twenty-four 
Australian plays had already been presented. Playwrights 
such as Sumner LockHrEllioti, Gwen Meredith, Max Afford and 
George Landen Dann had their works performed under the 
skilful hands of qualified director and cast. The Independent 
Theatre had created a reputation for its support of 
Australian drama. The play that created the challenge was 
Sumner Locke-Elliott's Rusty Bugles. The challenge came from 
its banning because of indecent language. Leslie Rees in The 
Making of Australian Drama devotes an entire Appendix to 
discussion of "Rusty Bugles: The Story of Its Banning". 
Rusty Bugles, a play for the stage by 
Sumner Locke-Elliott, was presented for 
the first time (other than in a public 
reading) at the Independent Theatre, 
Sydney, on 21st October 1948. The 
response of a full audience was 
remarkable; continuous laughter 
echoed through the theatre; many 
curtain calls were taken by the 
cast at the end of the performance; 
the delighted audience left the 
theatre with the greatest reluctance. 
It was one of the most unrestrainedly 
happy first nights in the Independent 
Theatre's history. Next morning the 
daily papers were enthusiastic about 
the play. "L.B." (Lindsey Browne) 
wrote in the Sydney Morning Herald: 
"Locke-Elliott has made this lonely 
military grease spot (the camp at 
Mataranka in the Northern Territory) 
the setting for some of the most 
brilliant and honest stage writing 
23. ibid., March 1946, p.15. 
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we have yet had from an Australian." 
On the following Saturday, after two 
performances, the Acting Premier of New 
South Wales and Chief Secretary, Mr. 
Baddeley, announced that he had 
decided to ban the play. The reason 
for the ban, which was to apply 
immediately, was that the play 
allegedly contained blasphemous and 
indecent words. 
Doris Fitton arranged for the ban to be lifted and the 
'indecent' language was modified. Rusty Bugles played to 
packed houses for eighteen months as it toured Australia. 
The public outcry at its banning was enormous, taking front 
page news for several days. By the end of its season, the 
language of the play had returned to a free and expressive 
level and for a 1961 revival at the Independent Theatre, 
the Australian vernacular was presented with gusto to 
appreciative audiences. 
This kind of excitement and success led to the change of 
status from completely amateur, to semi-professional in 1955. 
For ten years thence, up to six actors in a production were 
paid award rates. It was claimed that standards were raised 
in production and acting. But the gamble of professionalism 
has meant the eventual decline of every Little Theatre 
tempted to pay its actors. Irene Mitchell in Melbourne 
with the Melbourne Little Theatre (St. Martins) and Joan 
Whalley in Brisbane with the Twelfth Night Theatre have both 
seen the Little Theatre disappear in the face of desperately 
needed Government subsidy to save the theatre-turned-professional 
24 
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In the late nineteen fifties the Elizabethan Trust Drama 
Company was set up with a 'play safe' policy adopted. Actors 
such as Grant Taylor, Neva Carr-Glynn, Alan Trevor and other 
members of Doris Fitton's team and May Hollinworth's 
Metropolitan Theatre were included in the new company. They 
were all the well-known Little Theatre and radio actors for 
the previous twenty years. This competition combined with 
the full impact of television, the relegation of radio drama 
and the closure of some suburban cinemas meant that Little 
Theatres must make concerted efforts to entice patrons back 
to their theatres for the 1959 season. At North Sydney, Doris 
Fitton carried over The Matchmaker from 1958, followed by The 
Fifth Season (Sylvia Regan), A Midsummer Night's Dream 
(Shakespeare), Career (James Lee), Hotel Paridiso (Georges 
Feydeau), Volpone (Ben Jom.son) and The Golden Door (Sylvia 
Regan). 
This was the type of play season that appeared to 
desire attraction of a European audience. Career did not 
succeed and the Independent suffered some financial problems. 
The public had become demanding, less appreciative and more 
critical following the diet of cinemascope, television . 
spectaculars and stereophonic sound. What saved the Little 
Theatre was the idea of theatre parties where seats were 
bought at a group concession rate. This was the audience 
for which the Independent had to cater. There were no longer 
the 'stars' familiar to patrons. Television had reduced 
that drawcard for Little Theatres. 
Noticeable indeed, are the 'star' names 
missing from its (the Independent Theatre) 
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programmes. The names of actors and 
actresses caring more for the easy 
money of television and radio serials, 
and thinking less of their obligations 
to the theatre that made their names. 
A small theatre can afford few bad productions, and high 
artistic standards in productions are the only safe gamble. 
What was the future of the Independent? Volume One, Number 
One, of Masque in late 1967 answered the question thus: 
No one can pretend that the design of the 
theatre is the most ideal for many modern 
productions. An apron and forestage 
have taken it a little out of its 
proscenium arch deadlock and planned 
improvements include a new sloping 
floor for the stalls. Perhaps the 
most exciting plans, however, are for 
a new company of actors to be formed 
next year. Under permanent contract, a 
small company of actors, will present 
repertory seasons under direction of 
Miss Fitton, Robert Levis and Peter 
Summerton...In addition the theatre's 
recent subsidy has given it greater 
freedom to expand and experiment. 
In 1967 the N.S.W. Liberal Government gave the 
Independent $8000 to launch its fully professional company. 
In 1968 this grant was increased to $16000. In 1969 the 
State Government provided no funds and the Independent 
reduced its company size considerably. Despite assistance 
from the Australia Council (then the Australian Council for 
the Arts) and a Cultural Grant which paid the salaries of 
Theatre Director, Stage Manager and Electrician, the programme 
of plays was curtailed. 
In 2970 when the Independent Theatre published its forty-
year commemorative Booklet, there were great hopes for 
25 
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further financial assistance. Some came, but this was 
insufficient to help a building in need of vast repair, Me 
competition from Statestibsiolked theatre companies, and the lack 
of vitality and modern innovation in production to suit 
modern audiences. The Independent Theatre was not restored 
to its status of 'the greatest Little Theatre of them all'. 
In 1974 the International Theatre Institute Newsletter 
included comment on an earnest plea for financial support by 
the Independent Theatre. The article was entitled "The 
Biggest Little Theatre in Australia" and surely indicated 
that the group felt most artistically deserving of an annual 
grant. 
The Biggest Little Theatre in Australia. 
Norman Kessell reports that the Independent 
Theatre's latest appeal to the Australian 
Council for the Arts for a grant was 
unsuccessful. The theatre, in a letter 
to the Council, cited critics' reviews 
which indicated that the Independent 
did as well or better than the third-
highest subsidised theatre and was 
well above the fourth. 
Of the total of 19 plays listed as the 
years' best, the Old Tote had seven, the 
Nimrod six, the Independent three and 
the Ensemble three. Of the 34 best 
acting performances, the score was 
Nimrod 15, Old Tote 10, Independent 9, 
Ensemble 4, Community 3, and the "Q" 3. 
The letter went on to say, "it is obvious 
from this summary that the Independent, 
on its standards and performances, has 
a rightful place in the list of subsidised 
theatres and is a strong contender for 
the next place below the Old Tote and 
the Nimrod." 
The Council stated that there will be no 
possibility of the Independent getting an 
annual grant before 1975. 
27 
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In July 1977 the Independent Theatre was closed. 
Twelve months before, in August 1976, Doris Fitton, in an 
Interview at the Independent, foreshadowed its closure. At 
that time the Australia Council had refused further funding 
until the Theatre building was improved. The facilities 
backstage for technicians, stage hands, actors' dressing 
rooms and wing space had not been renovated for over twenty 
years. Professional actors could not be expected to perform 
in such conditions. Audience seating and foyer space 
possessed an 'old world charm' but were not suitably 
enticing to the necessary audiences. At that stage there 
was no longer a company of Independent actors. Visiting 
companies to Australia were hired to perform in the Theatre 
for short seasons in an effort to recoup expenses for 
alterations, and to keep the Theatre alive to patrons. Doris 
Fitton expressed disappointment that new theatres (Nimrod 
and the Old Tote) could afford to put actors on contracts, 
she could not. Despite her inability to compete with the 
world of professional theatre, Doris Fitton stated that the 
Independent could never return to amateur status: "those days 
are gone". Every day (at the time of writing this thesis) 
Doris Fitton walks the few hundred metres from her home to 
the Independent Theatre, collects the mail, stands in the 
auditorium or on the stage. This great lady of Sydney 
theatre, eighty years old, has been too 'independent' to 
relinquish her influence on The Independent Theatre. From 
approximately 2967, when it first accepted subsidy and full 
professionalism, the theatre failed to achieve the notability 
required to match the 'new' Sydney Theatre scene. It needed 
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a new Director. The Australian newspaper recorded Doris 
fitton's final thoughts. The Independent Theatre began with 
Doris Fitton as guiding light, and ended with herself as all 
that remained. 
Lack of Cash calls down a final curtain. 
For a moment yesterday, youth flared again 
in the eyes of Miss Doris Fitton and 
anger glinted out of lustrous brown 
eyes as the grand-dame of Australian 
theatre declared: "They let us wither. 
They let us die"..."The Queen gave me 
two decorations (O.B.E. and C.B.E.) 
for services to Australian theatre -
and the politicians would not give me 
money to keep going."... 
For a year now. Miss Fitton has worked 
without salary - and so have many of the 
actors. Each night this lady who has 
directed more than 300 plays and who 
gave Peter Finch his first break, sold 
coffee, collected tickets and helped 
backstage - an example of humility 
and courage... 
Miss Fitton will not direct again, 
but she will continue her classes at 
the Independent, where every week 150 
youngsters gather to learn the wisdom 
of a grandmother of seven who first 
went on stage in 1914 ^° 
An early contemporary of Doris Fitton and director of 
six plays between 1955 and 1964 at The Independent was May 
Hollinworth, director of the Metropolitan Theatre formed 
in 1946 in Sydney. At the time when Doris Fitton was 
offering the first productions for the Independent, May 
Hollinworth was directing plays for S.U.D.S., the Sydney 
University Dramatic Society. This Little Theatre had been 
formed in 1889, and was recorded as the oldest of those in 
association with Universities. Not a great deal is known 
about the Dramatic Society until 1931 other than its first 
28 
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production in 2890 of "Blow for Blow". In the thirties, plays 
were presented at the Savoy Theatre or St. James Theatre and in 
their own club rooms in George Street, Sydney. May 
Hollinworth directed Rostand's "L'Aiglon" in 1934 for S.U.D.S. 
and Peter Osborn's success in the leading role led to his 
subsequent engagement to play the part in a London production. 
In 1946 May Hollinworth left S.U.D.S. where she had been 
'invited' to direct plays many times, and formed her own 
Little Theatre, the Metropolitan Theatre. Premises were 
chosen in the city in Reiby Place, near Circular Quay and 
the members "hammered into shape a postage-stamp stage and 
an auditorium seating 70 odd people". Foyer magazine 
described May Hollinworth's success in 1946. 
Shakespeare is making one of his rare 
appearances. Under the direction of 
May Hollinworth, the Metropolitan 
Theatre's production of Othello 
opened on March 30 for a subscription 
season of 12 performances, playing 
each Saturday and Sunday night... 
Skilfully usdng the tiny stage, and 
avoiding the waits which so often mar 
Shapespearian productions, May 
Hollinworth has turned out the best 
performance of a Shakespearian play 
seen in Sydney for many years. Next 
Metropolitan offering is Maxwell 
Anderson's Winterset. 
The Metropolitan Theatre has once again 
scored an artistic triumph in the tragic 
genre, its impressive Othello being 
followed by a compelling performance of 
Maxwell Anderson's Verse-drama Winterset. 
The miniature stage of the Reiby Place 
playhouse holds no terrors for producer 
May Hollinworth, who overcomes the 
difficult set of cellar and street without 
even the aid of a curtain. Decor was in 
29. Foyer, May 1946, p.24. 
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the hands of William Constable, 
In Philip Barry's Hotel Universe, the 
Metropolitan Theatre was not seen at 
its best. Two hours of unremitting 
soul searching on the part of half a 
dozen sophisticates on a Riviera 
Terrace, not in the playwright's 
best manner, left the audience 
bewildered, and they were not helped 
by the over confidential approach of 
some of the players, or the irritating 
semi-darkness in which the play was 
staged. ^1 
This must have been the most memorable period in the 
history of the Metropolitan Theatre. An interview with 
Russell Jarrett, a foundation member of this Little Theatre, 
reveals that Winterset, Hotel Universe, Othello and two 
others. On Bailies Strand (Yeats) and The Country Wife 
(Wycherley) were productions of some grandeur by May 
Hollinworth. Actors in the group at that time were Betty 
Lucas, Brian Cahill, Kevin Brennan, Lyndall Barbour, Russell 
Jarrett, David Saxby, Tony Bushelle, Frank Waters, Robin 
Lovejoy and Dinah Shearing. As Doris Fitton adopted the 
methods and objectives of Stanislavski, May Hollinworth 
directed as she had been taught by the great European director. 
Max Reinhardt. Russell Jarrett recalls that May Hollinworth 
was a woman devoted to lighting the stage, and the effects 
lighting had upon actors, scenery, mood and atmosphere. Max 
Reinhardt was one of the greatest lighting experts in the world 
and naturally, as May Hollinworth studied acting under him, 
she too was devoted to its use on stage. Many of the early 
plays in the Metropolitan's tiny theatre were experimental 
^^•ibid., July-August 1946, p.15. 
-^•'•'ibid., September-October 1946, p.23. 
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with fiihecT 
plays^ to 'lighting and presentation. The Foyer critic who 
became irritated at the semi-darkness in Hotel Universe 
directed by May Hollinworth, quite probably reflected the 
general public audience attitude. Many of the plays 
presented in this Little Theatre had not been seen before in 
Sydney. May Hollinworth was particularly fond of Yeats' plays, 
and it is known that Yeats was influenced by Maeterlinck, 
Gordon Craig and Adolphe Appia in their poetic attitudes to 
acting styles and the effects of lighting on stage design. 
Russell Jarrett described May Hollinworth as a director: 
May was a great big fat woman. To 
direct she did not jump up on the 
stage - she used her stubby fingers. 
She directed her plays with her fatness. 
Her fingers became delicate and light. 
She was the most talented director in 
this country. Robin Lovejoy took over 
as director when May was i l l . He began 
as set designer, became an actor, then 
director. She was director of the 
Metropolitan for over ten years, up to 
1960. 
The Metropolitan finished when the lease 
ran out on the area. May was called upon 
by others to produce magnificent 
productions, such as Ustinov's The 
Love of Four Colonels (at the Independent 
Theatre). May had a great respect for 
the Deaf and Dumb (as people) and a 
way of acting. She left everything to 
them. When the property was pulled 
down, flats were built called Hollinworth. 
May Hollinworth played Juliet in Germany 
with Max Reinhardt and years later 
Dinah Shearing played the role in 
Australia and wore the same frock 
with an eighteen inch waist. (For 
the production of) The Country Wife, 
membership subscription was necessary 
for admission to the theatre. (This 
play was considered) filthy and risque 
for Sydney then.^^ 
^^' Russell Jarrett, Personal Interview, Sydney, 17 August 2976. 
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The Elizabethan Theatre Trust Theatre Year Book in 
1959/60 marked one of the year's big disappointments as the 
failure of professional entrepreneurs or Little Theatres to 
entice May Hollinworth back to the producers' chair. Norman 
McVicker in this article recalled the Metropolitan Theatre 
in its hey-day with the productions of Australian plays such 
as The First Joanna, Ned Kelly and Shipwreck. 
The Metropolitan was not the only Little Theatre to 
make such an interim artistic impact on Sydney in the fifteen 
years from 1946 to I960. These were productive years for 
Little Theatres making genuine professional quality 
presentations. Most groups were centred around the 
personality by whom they were created, and when that director, 
actor or administrator moved on, the group disbanded. These 
included the 'Theatre Arts' at Bryant's Playhouse which 
played Ibsen's Ghosts for twenty-five nights in 1946 and 
received critical acclaim as a leading Little Theatre in the 
city. The only additional presentation recorded by this 
group was The Front Page by Ben Hecht and Charles McArthur. 
However, Bryant's Playhouse was used by others; one of these, 
a group formed by radio actors, entitled the 'Radio Players', 
who offered Peter Osborn's comedy "The Vinegar Tree" in 
August 1946. Lyndall Barbour, who had played for May 
Hollinworth in S.U.D.S. and the Metropolitan joined the Radio 
Players for an apparently worthwhile production in November 
2946, 
The Radio Players added to their laurels 
with their second production - Max Catto's 
thriller. They Walk Alone, which was 
notable for a compelling portrayal by 
Lyndall Barbour of the exacting role of 
1U2 
the "afflicted" Cornish Maid-servant. 
Without Miss Barbour, the play would 
have been a poor thing; with her, it 
proved an evening of rare excitement. 
One hopes the plaudits she gained will 
entice her away from the microphone 
more often. Lover's Leap is the 
current Radio Player's venture... ^^ 
In March of that year, producer Adrien Brozell collected 
an audience of people who had never seen a 'live' play before 
and thus had no pre-conceived ideas, to watch a free preview 
performance of Saroyan's The Beautiful People at Bryant's 
Playhouse. Most of the audience, according to the Sydney 
Morning Herald, were bewildered. 
S.U.D.S., The Sydney Repertory Theatre, the Methodist 
Church at Balmain and suburban groups at Mo sman and Pymble 
were offering productions of value to the community. The 
highlight for 2946, however, must have been the formation of 
the Mercury Theatre with John Wiltshire, Peter Finch and 
Sydney John Kay as directors of the Company's first three 
plays. 
It has an impressive line-up of talent in 
the production, decor and acting departments; 
and, unlike many similar enterprises, it 
appears to recognize the need for erecting 
its "cloud-capp'd towers" on a sound 
financial basis. On July 16 and 17, the 
Mercury will launch its venture at 
the Conservatorium with a programme of 
three continental one-act plays. It is 
negotiating for the lease of a disused 
car showroom in William Street (on the 
tramline to the "Cross"), to seat about 
350, where it is hoped to operate on 
Continental rep. lines by staging a 
different play each night for a week 
then repeating the cycle until attendances 
33. 
Foyer, Nov. 2946, p,22. 
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decree which play shall first be replaced. 
One policy point which will be applauded 
is the Mercury's intention to use an 
orchestra...William Dobell and William 
Constable are to be responsible for the 
sets.. .-^^ 
By the end of that year the Mercury Theatre had proved 
such a success that a school for instruction in all facets 
of drama and theatrecraft had been established, and the 
Mercury Club had been developed for audience and artists to 
exchange ideas and participate in workshop productions of 
plays. Thus an enthusiastic group of supporters were being 
gathered. Plays at that stage were Broken Pitcher, The 
Valiant (an American Melodrama), and the Spanish play The Two 
Shepherds by Sierra. A February 2947 edition of FOyer, the 
Melbourne magazine which recorded the 1946 activities of the 
Mercury Theatre, failed to mention the group again. Although 
productions probably continued, the presence of the leading 
personalities was the raison d'etre and when these left, the 
Mercury Theatre would have been disbanded. 
Ten years later in 1957, a new Little Theatre at Sydenham, 
called the Pocket Playhouse, was formed. The group evolved 
from the St. Peter's Community Players and presented their 
productions in a converted Rechabite Hall, seating forty-
eight. The director, Norman McVicker, pursued a vigorous 
policy of building the company of players into a team 
presenting worthwhile 'non-commercial' plays similar to 
those produced by The Genesians and the Independent Theatre. 
Membership subscription was offered and those people became 
34. 
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the permanent patrons of the theatre. The 1959 season 
included plays that had all been successful films - Moby Dick 
by Herman Melville. The Heiress by Ruth and Augustus Goetz, 
The Tender Trap by Max Shulman and Robert Paul Smith and A 
Hatful of Rain by Michael Gazzo. -^^ 
In the mid-seventies the titles of these plays, 
particularly in relation to successful films, are classed as 
'commercial' not 'non-commercial'. The recent interpretation 
of 'commercial' in theatre, is box-office success, suitable 
for the general public as opposed to art-theatre followers. 
The suburban and country Little Theatres choose 'commercial' 
plays in an effort to draw audiences. Experimental, avant-garde 
theatres aim to present non-commercial, alternative, 'art-for-
art's-sake' plays. Norman McVicker's definition of his Pocket 
Playhouse plays suggests that this represents a change in 
interpretation of the word 'commercial' as applied to theatre. 
It would appear that in 1959 'commercial' was used to describe 
the large theatre enterprises of J.C. Williamson Ltd., the 
Trust, and international touring companies offering 
productions for 'commercial' gain. 
In addition to the accompanying wealth of suburban 
Little Theatres and the country groups, some of which have 
reached reputable artistic standards in lengthy periods of 
existence, there are four Little Theatre groups in Sydney 
which must be noted in this thesis, not because of their 
Strong amateur status, but because of their 'little' (in size) 
35. 
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theatre, and a semi-professional status of performance. These 
are the Ensemble, the Marian Street (Community) Theatre at 
Killara, the "Q" Theatre, and the National Institute of 
Dramatic Art student productions. 
The Ensemble Theatre is situated at North Sydney as was 
the Independent Theatre. It was established in the late 
fifties, as was the Pocket playhouse at Sydenham. It still 
has as Director the man who founded the group, Hayes Gordon, 
and he, like May Hollinworth and Doris Fitton, based his 
productions on a particular philosophy and method of acting. 
This Little Theatre is formulated as a financial concern for 
Hayes Gordon and a small company of professional actors. It 
has not always existed like this, and has utilized its 
associated training school and students in performance. For 
these reasons its professional status has at times been 
dubious. The Ensemble Theatre has certainly been a 'laboratory' 
experience for those involved and by this definition is 
included as a Little Theatre. 
Hayes Gordon formed and founded The Ensemble Theatre in 
1958. He had come from America and a promising career on 
Broadway, particularly in musicals, where politics and 
theatre, he found, were incompatible. His first theatrical 
experiences in Australia were in musicals, yet surprisingly 
these are few and far between in the nineteen years of 
production by this Company. The Ensemble is beyond 
theatrical conventionality. It plays "in-the-round"; was 
initiated as a co-operative; and was the Australian spring-
board for "The Method". Professor Wal Cherry, referred to 
in the discussion of Victorian Little Theatre, has admitted 
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following the Ensemble's precedent in the formation of the 
Emerald Hill theatre in Melbourne; a theatre-in-the-round in 
Adelaide was co-founded by one of Hayes Gordon's students; 
Perth's Hole in the Wall theatre has some of its origins in 
Ensemble ideas and ideals; and Brisbane's Repertory Theatre 
consulted Hayes Gordon extensively in the building, design 
and implementation of their theatre. La Boite. The Ensemble's 
ensemble style of "method" playing was exciting for actors and 
audience. 
Gordon had attracted around him a group of 
theatrical practitioners with pretty much 
the same sort of opinions, and the 
Ensemble came into being as a fiercely 
zealous co-operative company dedicated to 
so many ambitions, principles, rules, 
ethics and ideals that they still read 
like a stirring call to arms. And are 
still just as necessary to theatre in 
Australia. 
"Ensemble Theatre", said Hayes Gordon to 
his company recently, "is an institution 
moulded by visionary theatricals from 
absolutely nothing tangible. They have 
initiated and developed an idea into 
what is regarded as one of the most 
creative theatrical ventures in 
Australia." 
Naturally, he hasn't met - still isn't 
meeting with general commitment to some 
of the rhetoric. The Ensemble isn't a 
favourite playhouse for many of the 
grant-givers, subsidisers or "angels" 
and seems to have no more than a 
tenuous relationship with the theatrical 
mainstream.^^ 
Ten years since that description, the Ensemble Theatre is 
receiving government subsidy, and the Theatre is recognized as 
a worthwhile venture in the Sydney theatrical scene. The 
' Denis O'Brien, Masque, Jan./Feb. 2968, Vol.2, No.3., p.37. 
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'rhetoric' of Hayes Gordon still dominates. This director 
has always had forceful comments to make about his ideals and 
ethics. One of the policies for the company is an over 
protective statement made by Hayes Gordon to his actors about 
his 'method'. 
Our customary mode of preparing actors and 
plays is constantly referred to by that 
euphemistic term 'method'. It has served 
as a popular attempt to isolate the subtle 
differences between us and some other 
companies. They tend to isolate us as 
well. This frequently leads to a programme 
of self-justification by the isolated 
group. Please do us all a service and DON'T ,^  
engage in arguments with other theatricals... 
If one could believe Norman Kessell, ex-drama critic of the 
Sun, current theatre columnist for the Daily Telegraph and for 
many years an encouraging force in the development of live 
theatre is Sydney, Hayes Gordon should never have succumbed to 
a defensive programme about the 'method'. In 1975, the 
Ensemble Theatre celebrated fifteen years 'in-the-round' and 
Norman Kessell wrote a foreward to the Souvenir programme 
prepared for Hayes Gordon's production of Savages by 
Christopher Hampton. Norman Kessell described his first 
responses to this Little Theatre when it performed in a small 
room above a frowsy shop in Berry Street, North Sydney in late 
1958 or early 1959. 
In the confined space I watched a performance 
of Mell Dinelli's The Man that had me 
shaking with the intensity of my involvement. 
I found it incredible that in such an intimate 
setting, with the players at times brushing 
my knees, I could experience so strong a 
37. ibid., p.36. 
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suspension of disbelief. 
That was my first contact with what 
had been loosely termed method acting. 
From my reading I had a preconceived 
conviction that it was a self-indulgent 
fad soon to be forgotten. But here, 
with only the most primitive of staging 
and lighting, was theatre such as I 
had never imagined^ It was obviously 
no passing phase. 
From that beginning, the Ensemble group of actors with Hayes 
Gordon moved to an old boatshed on Careening Cove at Milson's 
Point. The shed was converted to a theatre-in-the-round by the 
members. Backstage is cramped, but the audience are comfortably 
seated and can enjoy coffee on a waterside balcony. The 
Production Group has had memorable permanent members over the 
years including Lorraine Bayly, Judy Ferris, Rosemary Jones, Don 
Reid, Zika Nester, Harold Jones, Anne E. Morgan, Annamaria 
Nyiradi and Claire Dan. Norman Kessell recalled some plays 
and players that gave pleasure, satisfaction or even an affront 
as in Fortune and Men's Eyes in 1968. 
...so many of my most enduring theatrical 
memories are of nights at the Ensemble. I 
remember still Clarissa Kaye and Jon Ewing 
in The Man, Lorraine Bayly's tragic face 
in Fairy Tales of New York, Shane Porteous 
as Thoreau, Reg Livermore in The Canterville 
Ghost, Brian Young in The Buffalo Skinner, 
Roie Cook in Billy Liar, the heartbreak of 
The Subject Was Roses with Frank Taylor, 
Rosemary Jones and Jim Jelliffe. 
More recently, and all for vastly varying 
reasons, Pat McDonald in The Gingerbread 
Lady, Judi Farr in It's a Two Foot Six 
Inches Above the Ground World, Max Phipps 
in The Real Inspector.Hound and Helen Bogis 
in The Gentle Island. 
38, 
Norman Kessell, Souvenir Programme, Ensemble-Theatre-in-the 
Round, 25th Anniversary, 2975, 
ibid. 
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An Appendix V gives a complete list of all productions from 
2960 to mid 2978, Not all critics agreed with Norman Kessell; 
and Denis O'Brien, although admitting the atmosphere was always 
pleasant at the Ensemble, stated that this theatre wasn't a 
spectacular success. He explained this in terms of economics 
because of the limited 162-seat capacity, and in terms of 
diminished artistic standard. O'Brien felt that Hayes Gordon 
often had to cast productions unevenly: with actors trained in 
his 'method', students from his school who were still naive about 
the technique, and a 'name' import from the proscenium stage or 
from musical or cabaret performance. The Ensemble idealism 
had been surrendered, and the new theatrical adventure was no 
longer offering exciting, stimulating leadership to would-be 
followers. All this criticism eventually comes back to Hayes 
Gordon - for he is the Ensemble. It is generally believed 
that the reason Hayes Gordon is unable to provide everyone in 
the company with basic sustenance, rests not on artistic flops, 
for the theatre plays seven times a week and is dark for less 
than a week between shows, but because the inherent structure 
'in-the-round' limits audience numbers. Hayes Gordon defends 
his 'method' and training technique by noting with pride how 
many of Australia's outstanding performances are by those who 
have worked at the Ensemble. Certainly the training school for 
Actors and the production programme for Schools are extremely 
successful functions of the Ensemble Theatre. It would seem 
that Hayes Gordon has learned to overcome financial difficulties, 
measured in the theatre's continuing performance, and because 
of the very difference that sets his theatre apart, the Ensevable 
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will survive as an alternative theatre in Sydney. It will also 
continue to be considered as a Little Theatre, because of the 
amount of voluntary assistance given and because its size 
and capabilities limit direct comparison with the present 
Old Tote, Nimrod and visiting commercial enterprises. 
The Marian Street Theatre was formerly known as the Community 
Theatre, and as such was a suburban Little Theatre with a high 
artistic standard. In 1965 English actor and director Alexander 
Archdale realized his ambition to establish a regional theatre 
company. The small group of original subscribers became the 
directors of the Community Theatre Company Limited and first 
performances were held at St. Alban's Church Hall at Lindfield, 
In 1967 the Company moved to Marian Street, Killara, changed 
its name and became a professional theatre, gaining a 
reputation for success in musicals and comedies. Some 
Australian plays have been presented including "Where Did 
Vortex Go?" and "Cannonade of Bells" by Colin Free in 1969, as 
well as plays and workshops for children. For approximately 
six years the company functioned as a Little Theatre, but is now 
entirely professional, enticing directors, actors, plays and 
musicals in competition with the leading professional companies 
in Australia. 
N.I.D.A., the National Institute of Dramatic Art, was 
officially opened in February 1959 and students from advanced 
acting courses worked from 1962 until 1969 for the Old Tote 
Company. This professional company has been created to fill 
the gap caused by the disbandment of the Trust players, and as an 
area where students could put theory into practice. N.I.D.A, 
students worked as crew and understudies and in some minor roles. 
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In 1966 the University of New South Wales in association with 
N.I.D.A. and with other financial assistance established the 
Jane Street Theatre in an old church located near the campus. 
This was used as a teaching theatre. Additionally seasons of 
Australian plays are produced there and have become a regular 
feature of theatrical life in Sydney. 1973 was the first year 
that N.I.D.A. student productions were open to the public. 
Productions and performances have grown since then and those 
involved classify themselves as 'professional', but the ventures 
are never 'commercial' for 'workshop' is the essence of 
production. The Jane Street Theatre is a wonderful 'little' 
theatre where exciting developments in Australian drama have 
occurred. 
As in other States in Australia, Little Theatres are 
formed and disbanded regularly. In any five year period a new 
group may emerge and earlier groups are no longer in 
existence. A small number of Little Theatres have fifteen to 
twenty years continuity of existence. The sources of information 
for country and suburban Little Theatres in New South Wales 
are the magazine Foyer, the Bulletins from The British Drama 
League and a Research Paper entitled Community (Amateur) Theatre 
by Ross Thome of the Architecture Department of the University 
of Sydney. 
Those Little Theatre Groups known to possess their own 
theatre are the Pymble Players, Parkes Theatre Group, Armidale 
Theatre Club, Orange Dramatic Society, Illawarra Theatre Group, 
Scone Community Amateur Dramatic Society and the Castle Hill 
Players. There are probably over twenty additional groups with 
their own theatre faciltiy. Following is a list of some New 
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South Wa2es Little Theatres; some plays produced by these groups; 
and the year of production between 1946 and 1967, This gives 
an indication of group name variety, play type and the spread of 
Little Theatres all over the State. 
Pymble Players 
Mos me-n Theatre Guild 
The Whole Truth 1966 
Quiet Wedding and Strange 
Orchestra 1946 
Sydney Repertory Theatre - No More Music and There's 
Sydney Drama Society 
Armidale Theatre Club 
Orange Dramatic Society -
Woollahra Players -
Wagga Wagga School of 
Arts Players 
Wollongong Little Theatre 
Kooroora Club 





Castle Hill Players 
Illawarra Theatre Group -
Bathurst Little Theatre -
Broken Hill Repertory 
Lane Cove Players 
Tenterfield Dramatic 
Group 
Always Juliet 1946 
Lover's Leap 1946 
Young Wives' Tale 1958, 
Women of Twilight and Night 
Must Fall 1961, The Bride and 
the Bachelor 1965. 
The Wild Goose Chase 1961 
Go West Young Man 1952 
Little Lambs Eat Ivy 1956, 
Roar Like a Dove 1965, The 
Lady's Not for Burning 1966, 
The Boyfriend 1967, 
Dangerous Corner, Murder Out 
of Time, The Chi Item Hundreds 
1956, 
Present Laughter 1958 
The Bequest 1958 
The Rainmaker 1958, The 
Reluctant Debutante 1962, 
Doctor at Sea 1965, Bell Book 
and Candle 1966, Our Town 1967. 
Bonaventure, Summer of the 
Seventeenth Doll, See How 
They Run 1961 
Arsenic and Old Lace, Ring 
Round the Moon, The Queen 
and the Rebels 2966, The Torch 
Bearers 2967 
Quality Street, The Irregular 
Verb to Love 1966 
You Can't Take It With You 
1966, The Private Ear and the 
Public Eye 2967 
The Sentimental Bloke 2967 
The Male Animal 1966 
"Five Bob Each Way" (original 
script) 2967 
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Festivals are held annually at Gunnedah, Tamworth, Leeton, 
Grafton, Wagga Wagga, Casino and Newcastle. 
Ross Thome's survey of Community (Amateur) Theatre is 
based on the hypothesis "that theatre will not die but it 
will change, that it will become more active at a local 
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community, probably amateur, level". He chose the Little 
Theatres at Castle Hill and Scone as representative groups on 
which to base the Survey. 
...Both Castle Hill Players and Scone 
Community Amateur Dramatic Society have 
good reputations but are not unique in 
N.S.W. They possess a standard which 
any amateur group can obtain, given 
leadership, organization and initiative. 
They have relatively large audience 
numbers; this aspect assists the 
production of a more accurate result 
in a survey and it was considered that 
the results from successful groups 
will help those others which may be 
less successful, 
The Castle Hill Players were formed in 1955 when the 
area was an outer suburb of Sydney populated by upper 
middle class homes on larger than average areas of land. The 
first activities of the group were play readings and some one-
act play productions. Two of the early presentations were The 
Trojan Women (Euripades ) and Blithe Spirit (Noel Coward) 
produced in the local church hall. From there, the group 
moved to the R.S,L, Hall and eventually, in 1966, to their 
present home, a converted Show Ground Pavilion, This is 
leased from the Baulkham Hi21 Council which assisted 
^^' Ross Thome, Community (Amateur) Theatre, Research Paper 2, 




financially in the building alterations. The Castle Hill 
Players present five plays per year, each playing for a 
season of ten performances. The 1976 Season included There's 
a Girl in My Soup by Terence Frisby, The Killing of Sister 
George by Frank Marcus, Halfway Up The Tree by Peter Ustinov, 
Forget-Me-Not-Lane by Peter Nichols and Hay Fever by Noel 
Coward. The active membership is large at one hundred and 
fifty and all participate in some area of production. In 
addition there are up to five hundred subscribers. The 
Pavilion Theatre, as it is called, seats 150 on a stepped 
auditorium. The atmosphere is functional and simple yet 
provides excellent actor/audience relationship because of 
no proscenium arch or frame for the stage. A professional 
tutor conducts workshops for the Junior Drama Group; 
festivals are entered with success, an occasional professional 
director is used; and theatre parties are encouraged. A 
publication by the group, outlining the 1976 Season, describes 
the group in much the same way that Ross Thome observed this 
vital, active Little Theatre. 
The Pavilion Theatre 
...is fulfilling a much needed function 
in the Castle Hill district by bringing 
relaxation and recreation to an ever 
increasing population. 
The theatre stands in the Castle Hill 
Showground, has excellent acoustics, 
comfortable seating and heating in 
winter - plus plenty of parking space. 
The Pavilion is a focus for those who 
wish to participate in the production 
of plays, or drama class activity 
for children amd adults, and those 
who continue to make it possible -
our audiences. Each year our 
regular audiences increase - so we 
suggest you book as early as possible 
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to avoid disappointment. ^^ 
The Scone Community Amateur Dramatic Society is housed 
in a former Court House behind which is a colonial house-like 
building, an earlier court house now used as a green room and 
dressing room. Scone is situated in a pastoral district 316 
kilometres west of Sydney and has a population of over three 
thousand people. In 1970 the Dramatic Society had a membership 
of approximately forty people and these presented three three-
act plays per year for a four night season each, and three one 
night performances of one-act plays followed by a buffet 
dinner in the green room. The old Court Theatre seats ninety-
six persons in the nineteenth century building. The 
limitations of size and shape of the building resulted in a 
retention of atmosphere and period flavour. The stage is 
very small with little wing space and the proscenium arch is 
bordered by corinthian columns from now demolished historic 
buildings. The audience are seated on a flat floor and look 
up at the stage in an intimate actor/audience relationship. 
Ross Thome established that the predominant reason for 
joining the Scone Community Amateur Dramatic Society was an 
interest in acting. His rather philosophical conclusion for 
this Little Theatre is a valuable argument to be noted for the 
entire New South Wales Little Theatre scene: membership 
importance; resist professionalism; aim for high artistic 
standards; and do not 'play down' to an audience thinking it 
will please them. 
42. 
Pavilion Theatre 2976, brochure published by the Castle 
Hill Players. 
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An amateur society theoretically, is 
established to satisfy the needs of 
those amateurs who group together, and 
the members of this society strongly 
agree that it functions for the 
fulfilment of members and their 
interests. It should not compete with 
a professional group although in a 
country town with only an occasional 
touring professional company, 
entertainment may be part of its 
purpose, but it should only be a 
'spin-off advantage for the town 
simply from the existence of the 
society. If the society's standards 
are high, it has reasonable facilities 
and publicises its activities, it 
should have a reasonable audience. It 
should not play down to an audience 
by selecting its vehicles which it 
thinks will please the audience. This 
does not create a new permanent 
audience, only clouds the intention 
of the society and causes the loss of 
some of the most interested and active 
members. ^' 
43. 
Ross Thome, Community (Amateur) Theatre, Research Paper 2, 
(Sydney: Uni. of Sydney Press, 1970), p.47. 
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CHAPTER f. 
PERTH IN WESTERN AUSTRALIA AND 
CANBERRA IN THE AUSTRALIAN CAPITAL TERRITORY 
Professional and Amateur theatre perform in harmony, 
rather than in competition in Perth, interchanging actors and 
directors for semi-professional seasons and festival 
participation. The Repertory Theatre in Perth had a long 
history and a natural development into the National Theatre 
in the Perth Playhouse. The Hole-in-the-Wall Theatre now 
operates as a semi-professional enterprise. The annual Perth 
Festival in February, now in its twenty-sixth year of 
existence, has played a dominant role in uniting the 
theatrical activities of Western Australia. 
The intention here is to outline the growth and role of 
the Perth Repertory Club and to make mention only of other 
Little Theatres, 
In 1951 the Goldfields Repertory Club of Kalgoorlie won 
the State selection to represent Western Australia in Hobart 
at the Commonwealth Jubilee Amateur Theatrical Groups Competition. 
The play presented by this group was Ladies in Retirement by 
E, Percy and R, Denham, 
The British Drama League Bulletin Number 236 in 
November 2962 stated that Regional Little Theatre Festivals 
were being heid at Dinninup and Bunbury, leading up to a 
State Finai of country and city groups at the end of 
September, Plays staged by various groups in Perth in 2S62 
were Claudia, Love's a Luxury, SAilor Beware, and The Sport 
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of My Mad Mother, while in the country Love in a Mist and Quiet 
Weekend were presented, 
In a review of Perth's theatrical activities for 1961 and 
2962, Katharine Brisbane's assessment of the amateur Perth 
Theatre outlined the play season following this Little 
Theatre's transfer of venue after twenty years at the Red 
Cross House, 
Preoccupation with the move has clearly 
affected the seasons which have been 
predominantly pot-boilers like The 
Hasty Heart, Claudia and The Bride 
and the Bachelor. Earlier in the 
year saw The Man Who Came to Dinner 
spoilt of style and subtlety in the 
confusion of bringing it up to date. 
Miller's All My Sons and Clemence 
Dane's Gothic Thriller, Granite, 
were a laudable addition of more 
weight but neither production made 
the most of its opportunities. 
Patch's productions are remembered 
best for individual performances... 
The Perth Repertory Club was established 
in 1920 by a small group of enthusiasts who met regularly 
at the Palace Hotel chambers under the leadership of Mrs. 
G.L, Burgoyne, The first production was Lady Windemere's Fan 
by Oscar Wilde and was presented at the then His Majesty's 
Theatre, As membership increased headquarters were moved to 
Pier Street and plays were presented in the Assembly Hall 
adjoining the Presbyterian Church, The club functioned from 
these headquarters until about 1933, when a decision was made 
to move to a hall on the first floor of a building in the 
principai street of Perth - St, George's Terrace, Facilities 
Katharine Brisbane, Tb&atregoer, Vo,2, Nos,2/3, December/ 
January, 2962/1962, 
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in this hail were very poor. Enthusiastic members built a ramp 
at the back of the theatre for the stage and then proceeded 
to present plays in the best Little Theatre tradition: 'do-it-
yourself set construction, painting, costuming, lighting, 
acting and direction. On various occasions a full-time 
professional director was used. Productions included farce, 
comedy, drama, tragedy and revues and musical shows. Member-
ship revived in the post-war period to reach 700 in 1950. 
Artistic standards had improved through continued practice in 
the skills of production and in the formation of a training 
school for junior members. Audiences were housed comfortably 
and the Perth Repertory Club began to show a profit as playgoing 
became a habit with the West Australian public. 
The standard of the amateur theatre, the Little Theatre, 
in Western Australia was conditioned by two factors - isolation 
and the relative absence of commercial theatre. Because high 
transport costs limited the visits of companies from the 
eastern states, the West was forced to create its own theatre, 
and the absence of continuous commercial theatre enabled the 
amateur groups to retain their best actors. 
With the advent of radio drama, the professional actor 
came into being. However, work was spasmodic and there were 
no professional productions to balance the income. The Adult 
Education Board of the University of Western Australia 
decided to launch tours of plays to the Western Australian 
countryside. Amateur actors couid not leave their normal 
employment for four or five weeks to tour, so a plan for a 
SMal2 co-operative professional company was discussed with the 
Adu2t Education Board. Thus the Company of Four was 
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established. During the same period, the Festival of Perth came 
into being and both the Repertory Club and the Company of Four 
became the prime suppliers of drama during the Festival, the 
former utilizing the beautiful Sunken Garden in the University 
and the latter presenting productions at the large Somerville 
Auditorium. 
Ultimately questions were asked. Why split forces 
between the Company of Four and the Repertory Club? Why 
hire theatres for a professional company and at the same 
time put up with inadequate premises for the existing Repertory 
Club? The answer came in a union of the two in the concerted 
effort to build a Playhouse. 
In 1956 the Perth Repertory Club changed its name to the 
National Theatre, and combined both professional and amateur 
repertory at its new central theatre, the Playhouse. This has 
accommodation for more than 700, a workshop, rehearsal rooms 
and a restaurant. The National Theatre was set up with a 
nucleus of professional players on contract. This Company 
gave seasons of three and a half weeks' duration at the 
Playhouse and twice a year toured for the Adult Education Board, 
While the Playhouse was not being used for professional 
productions. Amateur Little Theatre groups presented seasons for 
the public, with preferential booking for the 3,500 members of 
the National Theatre, The artistic standard was consistently 
2 
high. From 1962 the Playhouse was operating on a completely 
2 
Reference for this information is the Australian Theatre 
Year book published by the Australian Elizabethan Theatre 
Trust, 2959-2960, 
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professional basis and activities there are no longer relevant 
for this thesis. The Perth Repertory Club, which deserved 
comparison with the Adelaide Repertory Theatre, the Brisbane 
Repertory Theatre, the Canberra Repertory Theatre and the 
less influential Sydney Repertory Theatre, has a place in 
this thesis. The long period of existence from 1920 to 1956 
and the standard of excellence achieved by this Little Theatre 
were the justification for two opposed results: the first was a 
Little Theatre of strength and influence, and the second was 
the disappearance of this Little Theatre into the new 
professional company of Western Australia, One should not regret 
that the group disappeared, but rather applaud the possibility 
of Little Theatre and professional theatre achieving success in 
harmony. 
CANBERRA IN THE AUSTRALIAN CAPITAL TERRITORY 
For the purpose of this thesis the only theatre group 
from the Australian Capital Territory discussed in reference to 
the growth and development of Little Theatre is the Canberra 
Repertory Society. There are in the A.C.T. many suburban and 
a small number of country groups that present plays of a 
similar type and in a similar style t the Little Theatres 
spread throughout Queensland, but the Canberra Repertory 
Society is conducted in a semi-professional manner that 
demands comparison with the larger city Little Theatres in 
Brisbane (Brisbane Arts Theatre, Repertory at 'La Boite', and 
the Twelfth Night Theatre Company). 
The Canberra Repertory Society was established in 1930, 
Until approximately 2950, it operated on an entirely amateur 
basis using hired premises for theatre productions. In 2953 
the Department of the Interior leased huts at Riverside, Barton, 
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for the Society's use, and loaned funds for the alteration of 
one hut as a theatre. This theatre was destroyed by fire in 
1967 and although the Repertory Society continued to use the 
remaining huts until the end of 1973, major productions were 
transferred to the Canberra Playhouse. In December 2972 a five 
year lease for the Old Canberra High School Hall at Acton was, 
with the concurrence of the then Minister for Education, 
arranged with the Department of the Capital Territory. Since 
1950 the Canberra Repertory Society has employed a resident 
Director and an office secretary with financial assistance 
from the Department of the Capital Territory and, since their 
establishment, the Council for the Arts and the Australia 
Council. Casual labour is employed for general office 
assistants, cleaning and bar duties. The physical growth of 
this Little Theatre is not unlike the three groups earlier 
referred to in Brisbane; the inherent difference being the 
important role Government Departments have played in that 
growth in the political and administrative centre of Australia. 
The Canberra Repertory Society is registered as an 
incorporated company under the Companies Ordinance. The 
Constitution provides for management by a council of twelve 
elected annually at an annual general meeting of members, to 
whom it is responsible through the submission of annual report 
and audited accounts. The Council is responsible for the day 
to day activities of the Society, the appointment of staff and, 
by agreement with the Director, the selection of plays and a22 
other activities. Major poiicy changes relating to professional 
content, premises and financial proposals are matters for 
123 
decision by the members. 
The "artistic policy" of the Society has quite broad 
terms. The types of plays presented include those by 
Australian playwrights, modern experimental and non-commercial 
enterprises, classics, musicals, 'commercial hits', and plays 
for school study. The group admit that because of substantial 
costs of running the theatre it is impracticable to follow any 
policy that does not encompass commercial ('box-office') success. 
We feel that subsidised theatre is the only 
way to survive, but if the theatre is to be 
subsidised then it must be open to the widest 
audiences possible. As we do not follow the 
subscription system it is necessary to assess 
the public appeal of the majority of our 
productions to ensure a reasonable income, 
m the past year (2975) we have mainly 
based our choice of plays on the following 
three matters - (a) audience appeal, (b) 
variety of style and (c) cast involvement. 
Box office returns have proved this policy 
generally valid. 
In 2973/74 two of our plays have been 
unpopular as far as audience attendance 
is concerned, being regarded as avant 
garde. While we shall not delete this 
type of theatre from our repertoire, we 
cannot afford to present too many of 
this type. 
It must be realised that the Repertory 
organization - man hours involved - is 
more in line with professional theatre 
companies than with most amateur companies. 
Production budgets, competence of the 
people acting and technical support is 
of professional standard, 
,,.(The Society) aims at the production 
of plays which will attract adults of 
most ages and provides opportunities 
for acting, backstage/technical work, 
musical direction, writing and production. 
To illustrate: about 600 appeared in or,-
worked on Repertory productions in 2973 
This Littie Theatre measures its contribution to the 
Cheryi Johns, statement of Poiicy and Interests of the 
Canberra Repertory Society. Minor Research Project, Adelaide 
Co22ege of Advanced Education, 2975. 
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community as providing six to eight major productions annually 
which create an environment comparable to that within 
prQfessi,gn^l theatre, giving Igc^l actors the chance to develop 
their skills. The figure of 255 actors who have appeared in 
productions in 2973/74 and 465 technical and front-of-house 
personnel involved are quoted in this measure of direct interest 
in "the cultural standard and standing of Canberra". 
It is this kind of information which stimulated Margaret 
Wells to write a particular review of the Canberra Repertory 
Society in Theatre Australia, in August 1977. The review was 
specifically for Ross McGregor's production of How Does Your 
Garden Grow by Jim McNeil, but was entitled "Catering for the 
audience or for Canberra's Thespians?" 
A bold and dominating performance by 
the set meant, as it so often does in 
Rep productions, that what might have 
been a performance of considerable 
flair and subtlety on the part of 
the actors, became an attempt to 
keep up with a set design, which 
instead of accommodating the production, 
determined its course... 
It is Rep's proud boast that in its last 
season, it found work for three hundred 
and sixty cast and backstage crew. 
Casts of thousands are Rep's specialty 
and in employing them, it is no doubt 
admirably fulfilling the function for 
which it is subsidised by the Australia 
Council and the A.C.T. Committee on 
Cultural Development. 
Female Transport had a speaking cast of 
ten and a supporting cast of twenty-seven 
convicts and guards, who draped the stage 
and carried on with concerns of their 
own which were no part of the action 
of the play... 
The set for How Does Your Garden Grow 
broke up the breadth of the acting area 
with three rostra, each with its own door 
and a ramp leading to it from the rear 
wall which circled the stage. 
,,,The use of three acting areas instead 
of set changes, meant that we were spared 
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the music of hammers in blackouts, the 
heretofore inevitable sound effect of a 
Rep production, but it also meant that a 
play whose unity of theme needs to be 
carefully stressed from scene to scene, 
became fragmented. 
...Rep has strong convictions about its 
artistic integrity and would be indignant 
at being judged on any but professional 
grounds -its ticket prices show that! 
Yet when it comes to choosing between the 
demands of the flamboyant thesplans of 
Canberra and the fairly discriminating 
taste of the audience, the audience has 
tended to go awau, feeling just a little 
bit cheated... 
Despite proud boasting and criticism, the Canberra 
Repertory Society makes a genuine attempt to provide theatrical 
experience for young directors, new playwrights, school students 
and festival participants. Amateur directors have occasional 
opportunities to direct a major production, and more regularly 
for workshop activities and the annual non-competitive drama 
festival. Local writers'plays have won festival recognition 
and assistance by the professional critics (George Ogilvie, 
Doreen Warburton, Anne Godfrey-Smith) employed for the annual 
festival. Each year The Society produces a play on the English 
curriculum of the School/Higher School Certificate English 
Syllabus. These have included Murder in the Cathedral, The 
Crucible, The Shifting Heart and Macbeth. 
The Society has no children's theatre of its own, but 
under the terms of its lease, the theatre is sublet to the Tempo 
Theatre and the Canberra Childrens' Theatre. The Theatre has a 
seating capacity of two hundred. 
The following are some of the plays presented by the 
4 
Theatre Australia, August 1977, p. 50. 
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Canberra Repertory Society, taken from British Drama League 
Bulletins. 
1950 The Chiltem Hundreds, Bushranger 
2962 The White Devil, Juno and the Pay cock. The Fox 
and the Grapes 
2965 I Am a Camera 
2966 Inadmissable Evidence, Semi-Detached, The 
Representative, Boeing-Boeing, School for Scandal 
1967 The Private Ear and the Public Eye, Dylan, Under-
Milk-Wood, How's the World Treating You? Colombe, 
Marat/Sade. 
It would appear that the Canberra Repertory Society plays 
a ro2e within its local community similar to that of the 
Brisbane Arts Theatre. The source of funding, types of plays, 
numbers of production, member and audience accountability, 
interest in secondary schools productions, and management 
structure are comparable to the artistic and administrative 




QUEENSLAND COUNTRY AND SUBURBAN LITTLE THEATRES: 
A SUMMARY OF SURVEY RESPONSE 
In order to obtain an overview of Little Theatre in 
Queensland one hundred and thirteen questionnaires were sent to 
those groups currently listed with the Cultural Activities 
Branch, Department of Education, Queensland. Fifty-three 
groups did not respond. It is probable that some are no longer 
in existence. The Association for Little Theatre Groups 
(A.T.L.G.) reports that others in this list of non-replys, are 
still presenting plays. I refer particularly to such strong 
groups as the Gold Coast Little Theatre, Theatre Maria at 
Michelton in Brisbane, Gympie Little Theatre, Mareeba 
Repertory Society, Pine Amateur Dramatic Society, Buderim 
Amateur Theatrical Society, and Harlequin Theatre Wynnum. 
Personal contact and further correspondence have not resultec/ 
in a satisfactory response. In the case of the Nambour 
Amateur Theatrical Society, a fire destroyed records, costumes, 
props and furniture over a year ago, and the group has not since 
regained its original enthusiasm. The assumption is made, 
regarding most groups, that the "play's the thing", and that 
administrative duties are almost an encumbrance. However, the 
remaining responses display a similarity and certainly a fair 
assessment of Queensland Country and suburban Little Theatres. 
A. sample of the Questionnaire is contained in Appendix VI. 
List of Cultural organizations in Queensland. Jan, 2977 Ed, 
Issued by the office of the Director of Cultural Activities 
for Queensland, 
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The questions were not listed for a possible 'yes' or 'no' answer, 
nor tabulated si that a mark in a box would complete the 
required detail. It was hoped that answers in summary or 
description form would give the reader an indication of the 
character, personality, areas of focus or importance of the 
group, and certainly maintain a personal interest by the 
respondent - the intention not being that of a hastily completed 
form. The final question, in particular, calls for a statement 
by the group on their consideration of the purpose and future 
of Little Theatre. This section has been especially valuable 
in formulating the basic assumptions of the thesis and the detail 
of the final chapter. 
The difficulties of ^ s.<.icini/ia naweS to this type of theatre is 
demonstrated clearly in the names chosen by the groups themselves. 
They range from community theatre, to amateur theatre societies, 
amateur players, little theatres, dramatic groups, dramatic 
societies, drama groups, repertory groups, theatrical societies, 
theatre companies. Music and Arts society, and other theatre 
2 
derived symbols: for example. Twelfth Night Theatre. 
CONSTITUTION. With each Little Theatre, the 
aims and objects are similar:-
To give public performances of stage plays 
and other such activities as shall, from 
time to time, be decided upon by the 
Governing Council. 
- To provide a service to the community as 
a whole, in the field of dramatic art. ^ 
To focus the public eye on the benefits 
of a Living Theatre,,,professional and 
Little Theatre.,.And all other Creative 
Arts in the Community and so raise the 
2. 
See Chapter g for a detailed analysis of this Little Theatre. 
Objects 2 and 3 constitution - The Community Theatre, 
K,G,C,A,E, 
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prestige and popularity of Theatre and the 
Arts generally and assist in the Development 
and Strengthening of all the Creative Arts 
in Australia. 
To provide a sound dramatic training 
together with an insight into all aspects 
of theatre. 
To develop by example a more intelligent 
interest in dramatic art. 
To provide citizens with an outlet for 
artistic self-expression per medium 
of plays. 
To provide club facilities for members. 
To acquire and maintain in good order and 
condition such items of equipment as may 
be necessary to achieve the objects of the 
Society... 
To support with assistance such charities 
as maybe recognized by the Executive... 
To foster appreciation of drama among 
children by means of a children's theatre. 
To encourage and promote the writing of 
plays. 
To affiliate and work in co-operation with 
other repertory societies with similar 
objects. 
These aims and objects are repeated in different phrasing 
in almost all Constitutions. Predominantly the groups desire 
to promote drama in their community, provide opportunity and 
training for active members and, as they see i t , contribute to 
the "Cultural development of the local Shire". Those groups 
which include objects of a differing nature are the Community 
Theatre, formed in 1975 and based at the Kelvin Grove College 
of Advanced Education in Brisbane, which occasionally employs a 
professional actor to work in a production, thus giving the 
group additional training and experience; and the theatre groups 
4 
Gation Mercury Theatre Quarterly Bulletin - March 2977 Vol,4. 
No,l. P,3, 
5 
Objects 2 and 3 Constitution - Hervey Bay Little Theatre, 
6 Object (a) and (b) Constitution Innisfail Repertory Group, 
7 Objects 3 and 5 Constitution Mi, Isa Theatrical Society, 
^ Object (e) Constitution, Murrumba Theatre Company, 
^ Objects (Hi) and (iv) Constitution, The Rockhampton Little 
Theatre, 
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associated with churches or religious bodies. These include 
the Villajiova players, a Roman Catholic theatre group 
10 
originally linked with Villanova College in Brisbane, the 
Mormon Players, the Park Drama Group which was formerly the 
Presbyterian Drama Group, and the Kenmore Musical and Theatrical 
Troupe associated with Our Lady of the Rosary Roman Catholic 
Church in Kenmore. These groups include in their Constitutions 
an aim of Christian fellowship, and are bound in play content 
by the morals and standards of the religious group. 
Only one group, the Murrumba Theatre Company, situated in 
the Pine Rivers Shire just north of Brisbane, specifically 
included the aim "to foster appreciation of drama among 
children by means of children's theatre". This Little Theatre 
group has an active adult membership of three or four, but an 
active children's membership of thirty. These children attend 
workshop classes in two age groupings once a week and are 
prepared for play presentation at regular intervals. In 2977, 
the o2der group (twelve to fifteen years) were winners in 
Festival play competition. For such a small group their 
Young People's Theatre is very active and certainly worthwhile. 
Other Little Theatres conduct workshops for young people (youth 
and children) and also present children's productions, but do 
not specifically include this as a constitutional aim. 
The definition of Little Theatre given by Jean Campbell in 
2948 as a 'Laboratory of Theatre' is clearly corroborated by a 
summary of the aims and objects of current Little Theatres: 
20 
See Chapter Six. of this thesis for more detail. 
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i.e. to provide the opportunity and training ground for those 
members of the comxminity who desire to pursue the arts of theatre, 
through acting, directing, writing or technical work; and 
secondly, to encourage local audiences to attend performances 
of plays, thus developing a sense of community awareness in 
theatre. What is additionally worth noting, is that the "need 
for group activity" in society which Ross Thome asserts, is 
included as an object of Little Theatre in alternate phrasing 
in many constitutions. The personalized survey forms indicated 
that friendship, sharing, and club activities were components 
of Little Theatre and this social basis was a progression 
towards the cultural development of the community. 
MEMBERSHIP 
The number of members in each Little Theatre group is small 
in comparison to the community population. It varies from four 
in the Murrumba Theatre Company to three hundred and seventy 
subscription members in the Redcliffe Music and Arts Society. 
Bundaberg Amateur Players and the Rockhampton Little Theatre 
contain the most active membership. Little Theatres cater for 
varying community needs and usually provide active membership, 
subscription membership, junior membership, as well as 
conferring life membership on those who have contributed 
greatly to the development of the group, Bundaberg Amateur 
players boast one hundred and ten active Senior members, sixty 
youth members, one hundred and twelve subscription members, 
and fifty-one life members, Rockhampton Little Theatre consists 
of two hundred members, as well as life members and eighty 
juniors and a waiting-list of junior membership, A newsletter, 
advance booking notice and concession prices are the 
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advantages of membership in the groups. 
There are some specialized types of membership or 
conditions based upon membership. The Actors Theatre (now 
called the Brisbane Actors Company), formed in 1976, must be 
considered more as a professional theatre group. Membership 
is dependent upon the cast of a particular play and the actors 
share any profits the group may make. The Australian 
Community Theatre, a touring company formed in 1975, is open 
only to the members of the Committee of six, but honorary 
membership is conferred on guest artists and directors of 
the one or two plays presented each year. The Brisbane Gang 
Show dictates that all members imist be active Guides or 
Scouts, males from groups ranging from ten years to thirty-five 
years, and females from eleven years to twenty-five years. 
Females were not included in the group prior to 1970. Student 
Theatre groups generally have no specific membership. Any 
student may attend meetings and participate in activities. In 
Tambo, the Drama Group is part of the District Organization, 
which meets regularly. A portion of those members present 
theatrical activities, but the group constitutionally has no 
membership. Prior to 1961 members of the Presbyterian Drama 
Group were required to be of the Presbyterian religious faith, 
and St. Lukes Theatre Society was always an ecumenical group 
with the Ekibin Church of England until its change of status in 
2973 as a secu2ar Littie Theatre. 
Seven groups voluntarily reported in describing their 
membership that the majority of members were women. Country 
groups consistently stated that teachers and bankers were 
enthusiastic but itinerant members. This was seen as a 
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disappointing factor in maintaining stable and artistically 
reliable membership. The occupations and professions of 
members ranged from housewives to those with university 
education and in the higher income bracket (Townsville Little 
Theatre). 
As specific questions were not asked regarding description 
of members, it is difficult to make any general assumptions, 
other than all have a desire to 'enrich their lives further 
without a great deal of preparation' and are therefore 
likely to have been well prepared educationally and 
occupationally for this theatrical activity in their life. 
DATE OF FOUNDATION 
In the 1936 Season of Plays staged by Brisbane Repertory 
Theatre Society a production on exchange from the Toowoomba 
Repertory Theatre is indicated. The July 1977 newsletter of 
the Association of Little Theatre Groups announced that this 
Little Theatre had just held its forty-seventh annual general 
meeting. Thus the group must have been established in 1930, and 
this seems the earliest formation of a country or suburban 
Little Theatre. Rockhampton Little Theatre was formed in 2945 
by Graham Macdona2d who had been a pupil of Barbara Sisley and 
had acted with Brisbane Repertory Society and Twelfth Night 
12 
Theatre. Ipswich Little Theatre was formed m 1946, and 
Mercury Theatre Wynnum in 1949 by Win O'Neil (Davson) who 
also formed Gatton Mercury Theatre in 2957. Other groups range 
"^^  Boss Thorne, Coitmunity (Amateuj:) Theatre. Research Paper 2 
Sydney: Uni. of Sydney, 2970y p.25, 
12 
Centra2 Queensland Festival of Drama - 2962 Pamph2et. 
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from Bundaberg Amateur Players 2950, Redcliffe Music and 
Arts Society 1952, The Brisbane Gang Show 1952, Innisfail 
Repertory Group 1953, Goondiwindi Dramatic Society 2954, 
G2enmorgan Drama Group 2954, Dalby Players 2954, St, Lukes 
Theatre Society 2954, Mt. Isa Theatrical Society 1955, 
Sunnybank Repertory Company 1955, to over ten groups in the 
early sixties, and over fifteen in the early seventies. Groups 
such as the Embley Little Theatre at Weipa and the Moranbah 
Amateur Theatre Society, were created soon after these new 
mining towns were established. There are many groups that 
flourished for only a short period. The groups accounted for, 
are those still in existence following an early foundation. 
FINANCIAL SUPPORT 
Most groups maintain a membership subscription fee: 
ranging from $1.00 for the Daymar Dramatic Group to $12.00 
for the Maryborough Little Theatre. This may include a 
newsletter and concession price tickets. Other methods of 
funding including ticket sales and door takings (with seat 
prices ranging from $1.00 to $3.00), raffles, donations, social 
functions, small investment interest in Building Societies, 
Government and Local Council grants and Australia Council 
Grants through the Theatre Board and the Community Arts Board. 
Most groups receive a small annual grant from the Cultural 
Activities Branch of the Queensland Government. This ranges 
from $200,00 to $2,500 (Ipswich), The Utah Foundation h&s 
supported the Actors Theatre and the Rockhampton Little 
Theatre. The Townsville Little Theatre receive an annual 
grant from the Queensland Government, the Shire Council, and 
the Pacific Festival Committee. In 2976-77 this totalled 
235 
$2,600. Ipswich Little Theatre receive a special annual grant 
of approximately $2,000 for their Festival. Door takings vary 
with productions, the highest usually being a musical or 
theatre restaurant production. As an example, in 1976 the 
Dalby Players totalled $376 in door takings for their production 
of The Glass Menagerie, and $3,865 for Half a Sixpence. The 
deduction from this is not, fortunately, that groups resort 
to presenting musicals or theatre restaurant productions 
continually. A Little Theatre is non-profit making, registered 
under the Charitable Institutions Act. The aim is still to 
develop the Community's theatre consciousness, and a variety 
of plays are given for the purpose of education as well as 
entertainment. Usually any income raised is spent on later 
productions. A small capital is reserved for current and 
forthcoming expenditure. Groups aim for a credit balance 
rather than a deficit, so that individuals as trustees are 
not liable, and are not likely to stage productions knowing 
that they would lose money. Publicity and friendly 
audience composition play a stabilising role in ensuring 
financial success of a production. Most groups desire their 
own facility, and any profits not consumed by costumes, 
furniture, props, lighting, rental and publicity, would be 
invested for the purpose of building. Every group surveyed 
maintained its financial viability. The respondent from 
Bundaberg Amateur players suggested that the financial and 
artistic success of a Little Theatre depended "on the virility 
of its operators". 
The further comment from this group summed up Little 
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Theatre philosophy: 
It would be our opinion that any sponsorship 
by outside agencies (if carried too far) 
will bring about a system where "Little 
Theatre" will be living on the "dole". In 
the long term, only those theatres who run 
their bu^ipesses soundly, deserve to 
survive. 
NUMBER AND TYPES OF PLAYS 
The Little Theatre groups present from one to nine plays 
per year, the average being three. The season, or number of 
performances for each play varies from two performances to a 
three week season of three performances each week at Ipswich, 
and every night, including Sundays, for a two week season at 
the Community Theatre, Kelvin Grove College of Advanced 
Education, The Australian Community Theatre presents only one 
three-act play, but tours this at weekends for a period of six 
to eight weeks, Townsville Little Theatre presents 
approximately six plays, each for an eleven night season. 
Every type of play is presented. Each group answered 
spontaneously "varied" but a closer analysis indicates that 
very few experimental, avant-garde plays, or those with obscene 
language and/or nudity are presented. The emphasis is on comedy 
or light drama. The suitability of the active members and the 
desires of the local audience are considered. The list includes 
French farce, comedy, mystery, musical, revue, thriller, plays 
being studied by local schools, theatre restaurant productions, 
melodrama, one-act plays, modern classics, play readings, 
pantomimes, lunch-hour theatre, plays by local playwrights, cabaret. 
13 
Survey reply. Question 5. Bundaberg Amateur Players. 
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musical comedy, historical and Shakespearian, 
The 1977 Association of Little Theatre Groups Newsletters 



























Angels in Love 
Rape of the 
Belt 
No Time for 
Fig Leaves 
The Odd Couple 
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Jack and the 
Beanstalk 
Rip Van Winkle 
The Tangled 
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This list is not comprehensive, yet it is sufficient to 
suggest that the most popular type of play is the comedy, A 
section of the Director's Report for 1976 by Val Hardman of 
Rockhampton Little Theatre adds further comment on the 'type' of 
comedy. The five productions for 1976 by Rockhampton Little 
Theatre were Don's Party by David Williamson, Move Over Mrs, 
Markham by Ray Cooney and John Chapman, Billy Liar by Waterhouse 
and Hall, a melodrama and a children's play "The Adventures of a 
Bear Called Paddington", 
The year under review, 1976, was a very busy 
and varied year for the Rockhampton Little 
Theatre, Four major productions were 
presented in the Municipal Theatre, providing 
roles for 40 actors and actresses. 
The first major was "Don's Party" by 
David Williamson, produced by our guest 
producer Mai Carmont. Some anxiety was 
felt over the language content of this 
play, and it was just as well that the 
production was in the hands of a professional 
producer,,, 
Mai Carmont also conducted a course in 
production while here, "Don's Party" was 
quite well received though many people 
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expressed the hope that we would not make a 
practice of presenting plays with dialogue 
such as was found in this play. 
"Move Over Mrs. Markham" was our second 
production for the year, and was produced 
by Val Hardman. We were very fortunate in 
that we received permission from Ray Cooney 
to present this play some months before it 
was due to be released for amateur production. 
The play was well received and we were 
honoured on the final night with the 
attendance of Graham MacDonald, the founder 
of Rockhampton Little Theatre... Sections of 
"Mrs. Markham" were presented to the 
Coffee Club at Mt. Morgan... 
Jenny Simpson produced the Keith Waterhouse/ 
Willis Hall comedy "Billy Liar" for the 
third major production. The play was well 
received, particularly by the schools. 
The response from the schools was very 
encouraging and hopefully this will 
continue. 
This Little Theatre boasts a Junior Little Theatre which 
tours two productions in central Queensland and in 1976 the 
Theatre had an annual expenditure of $24,882. The income from 
each production was as follows: 
Don's Party $4,300 
Move Over Mrs. Markham $4,558 
Melodrama (Club Activity) $ 505 
Billy Liar $2,702 
"Paddington Bear" $3,249 
The Rockhampton Little Theatre is one of the strongest in 
the State of Queensland, and it's significant that the group 
chose four comedies to present in 1976, and despite reservations 
and adverse audience comment about Don's Party, the door takings 
were very similar to those for Move Over Mrs. Markham. 
The type of play presented by Little Theatres has changed 
since their foundation. Theatre reflects the state of the 
community at a particular time - morally and economically. It 
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has been suggested that during depressed years, the community 
appears to need plays which are bright and spectacular. 
Conver^elcj, in times of affluence, the trend is towards reflective 
plays. It is possible that the mid-seventies are to some an 
affluent period and to others a time of depression. Also, local 
communities themselves may differ one from another. Thus the 
converse argument could apply and in an affluent period, the 
community loses interest in 'thinking' plays because it is 
concerned primarily with 'having a good time'. If the reason 
for the current presentations of comedies is to maintain an 
audience despite the artistic value to the community of the 
plays presented, then Little Theatres have lost sight of their 
aims and objects. They are no longer contributing to the 
cultural and artistic development of their own members nor of 
the community they serve. 
A list of past productions may clarify this link of play 
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Nine till Six 












































































As You Like It 
(Shakespeare) 
Night Must Fall 
(Emlyn Williams) 
Duet for Two 
Hands 
(Mary Hayley Bell) 
Charley's Aunt 
(Brandon Thomas) 
The Feminine Touch 
The Barretts of 
Wimpole Street 
The Chi Item 
Hundreds 
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See How They Run 
(King) 
Simon and Laura 











The Man with the 
Heart in the 
Highlands (Saroyan) 
The Druid's Rest 
(Emlyn Williams) 
Gaslight 
The Odd Couple 
(Simon) 
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Murder in Company 
Dear Delinquent 
Love's A Luxury 
One Day of the 
Year 




Ten Little Niggers 
(Agatha Christie) 
Suimner of the 17 th 
Doll (Lawler) 
Doctor in the House 
A Man for All 
Seasons (Bolt) 




The Effects of 














Despite the fact that this list is incomplete it contains 
variety: drama, some experimental theatre, plays of depth and 
challenge, and classics. Of the fifty-eight plays listed. 
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twenty-nine are not plays in the comedy style. These are not 
necessarily grouped to reflect a changing economic society. 
The trend towards comedies in the mid seventies suggests that 
Little Theatre has only recently lost sight of its Objects and is 
attempting to entice audiences in an easy but not permanent 
manner. 
A 1969 newspaper journalist in Hervey Bay made this 
valuable comment: 
Bay Theatrical Group Proves Expert Wrong -
A seasoned actor who was in Hervey Bay a 
couple of weeks ago, on being told that 
the Little Theatre was doing "The Loudest 
Whisper" said with feeling: "Oh no, not 
for country audiences" whether he thought 
we were all dunderheads fit only for the 
soft diets usually fed to us by amateur 
companies I do not know. But he was wrong. 
So much so that anyone seeing the Little 
Theatre's production this week must come 
away convinced that there is nothing like 
a good, strong drama to keep an audience 
enthralled,^and to bring out the best in 
the actors. 
The solution to this problem may be to survey theatre 
members and audience members as to the type of play each wish 
to see performed. Ross Thome in 1970 conducted a survey at two 
Little Theatres in N.S.W. asking members the types of plays they 
desired to be be performed. Most men indicated preference for 
comedy, while women were fairly evenly in favour of classics, 
comedy and those plays with a message. However, Thome felt the 
questionnaire was unreliable due to differences in people's 
definition of comedy. Do men like the vapid English comedies? 
or do they prefer comedies with a message, such as Rosencrantz 
This miscellaneous clipping contains no date or newspaper 
title. A photocopy is included in Appendix VII. 
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and Guildenstern are Dead? Generally, however, the 1977 
list for Queensland Little Theatres has a similarity in comedy 
type - frivolous, escapist, non-thought provoking, lacking in 
message, and generally lacking in cultural endeavour in the 
community. 
PERFORMANCE AREA 
The information received for this section indicated the 
facilities each Little Theatre used for performances, rehearsals, 
costume, set, furniture and props storage; if the facility is 
owned by the Little Theatre, or if not, on what basis is the 
hall or facility used; and the equipment the Theatre possesses. 
Only six groups that responded to the survey perform in their 
own theatre building. In addition, the Gold Coast Little 
Theatre has had its own club rooms and Little Theatre since the 
mid 1950's. These theatre buildings range from a converted 
hall or shed at Gatton and Maryborough, to the prestigious 
complex of the Bundaberg Amateur Players. 
Until 1964, rehearsals for plays by the Bundaberg Amateur 
Players were conducted in various rented halls, and productions 
were staged in the Church of England Parish Hall, Wintergarden 
Theatre and Austral Hall. 
After many years of renting halls for 
rehearsals the committee of B.A.P, 
decided it was time to find a piece of 
land on which to build their own 
rehearsal hall. 
This was purchased in Steffansen Street, 
West Bundaberg for $800,00 in June, 
1962. The present complex now stands 
15 
Ross Thome, Community (Amateur) Theatre, (Sydney: Uni. of 
Sydney Press, 297Q),p.42 and p.53. 
247 
on this site. The first phase of our 
three step project began with the building 
of a hall which was erected in 29.63, plus 
a kitchen annex and two years later (1965) 
a storage shed for housing properties, 
etc. was built at the back of this 
building, the ground between these two 
buildings was then turned into an 
attractive courtyard plus barbeque 
area. 
In 1968 the existing stage, dressing rooms 
and orchestra pit were added to the 
rehearsal hall and formed our first 
playhouse. In 1974 further adjoining 
land was purchased on which our Youth 
Theatre was erected. The remainder of 
this land now serves as a parking area. 
Our first Playhouse was used for 
rehearsals and Presentations to the 
public for the next 8 years when the 
committee decided to proceed with phase 
two of our plan of development, the 
erection of our present Playhouse which 
was built in 2975 and opened in March 1976. 
The seating accommodation was purchased in 
1966 from the Embassy Picture Theatre, 
Maryborough for our first playhouse and 
refurnished for the present one. 
It is now our desire to begin within the 
next three years phase three which will take 
the building to the front of Steffansen 
Street. This will consist of an arcade 
of shops, a foyer and a restaurant. 
Our assets at the present are considered 
to be worth $120,000. 
The auditorium of the theatre seats 254, the stage measures 
forty-five feet by thirty feet and the land is eighty-nine 
perches in area. This group presents nine productions 
annually and claims that "only those who are able to attract 
audiences by the type of performances presented will survive... 
In the long term, only those theatres who run their businesses 
17 
soundly, deserve to survive". Bundaberg Amateur Players 
have been in existence since 2950, and it is obvious that the 
16 
Attachment I. THE BUNDABERG PLAYHOUSE. Material included m 
Survey Response 2977. 
27 
Question 5, Survey Response - Bundaberg Amateur Players 2977. 
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group is economically successful. In their belief, one must be 
artistically successful to achieve economic success. Certainly, 
this is the only Little Theatre in a country or suburban area in 
Queensland that possesses and maintains such an active and 
challenging theatre complex. 
Ipswich Little Theatre also has a worthwhile facility as its 
performance area. The building is of historical interest and 
has the potential of being a fine theatre. The performance 
area is known as the Burley Griffin Incinerator Theatre. The 
Incinerator Building was designed by the Architect, Walter Burley 
Griffin, and constructed in 1936. Set in a landscaped garden 
off Griffith Road in Queens Park, Ipswich, the style of the 
building was unorthodox, in that the chimneys resembled church 
steeples. Up until the early I960's the Incinerator was used 
to dispose of the city's garbage. The Little Theatre group had 
club rooms in the old 4IP building, and performed in the Town 
Hall. When these were no longer available the President, Mrs. 
Eletta Patterson, suggested using the Incinerator. It had been 
damaged by vandals and required a great deal of alteration. The 
army was recruited to lay a cement floor, and a theatre member, 
architect Ian Pullar, supervised the conversion from Incinerator 
to Theatre. In the future alterations must be made to the stage 
(twenty-three feet by twelve feet deep and nine feet high) to 
increase the size of the proscenium arch and the height of the 
stage structure itself. This is because the performers in this 
group do not have the strength to overcome such intimacy with 
the first two rows of their audience. The first production 
Boeing, Boeing, was staged in December 1969, The Theatre seats 
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eighty, and is leased from the Ipswich City Council's Cultural 
Board on a yearly basis for the sum of $2,500, This includes 
electricity, maintenance and the services of a cleaner and a 
gardener, The group is continually improving the structure -
lighting, raked auditorium, external platform with removable 
railing for outdoor performances. As the Theatre's constitution 
does not enable the group to employ personnel, all grants of 
money for the building pass through the Council Cultural Board, 
Ian Pullar, executive member of the Ipswich Little Theatre, 
director of plays, and architect, is also Chairman of the Council 
Cultural Board. 
Although Ipswich Little Theatre must accept the theatrical 
limitations of its theatre building and performance area, 
compared with the Bundaberg Amateur Players planned construction, 
both groups are fortunate and use the facilities to the fullest 
extent. 
Gatton Mercury Theatre has its own club rooms and theatre 
in a converted army Drill Hall in the Gatton Showgrounds. The 
Maryborough Little Theatre moved a converted shed to their own 
land in 2968, and in 1976 added backstage and storage area with 
the assistance of a $6,000 subsidy from the Queensland Government, 
Redcliffe Music and Arts Society also perform in their own 
converted building, but it is more gracious than 'Drill Hall' or 
'Shed', 
In all the years until 1967 the Society 
did not have a home of its own. Practices 
and rehearsals for productions were held 
in private homes, school rooms and on 
some few occasions in the smaller halls 
upon the Peninsula, 
A break through for the Society came in 
2967 when it was able to purchase a buiiding 
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on the Show Ground Reserve which was vacated 
as a club room by the Redcliffe Rugby League 
Football Club, This building once formed 
part of the old building of the Moreton Bay 
Hotel and thus the Society possesses this 
historical link with early settlement in 
Redcliffe. 
Despite its unprepossessing appearance due 
to the ravages of time and use this 
building was to the Society most beautiful -
a home of its own at last. Working bees 
repaired and repainted the building, 
erected a small stage and out of this 
labour of love there emerged an attractive 
little hall in which meetings could be 
held, productions rehearsed and small 
intimate plays staged. The 'no furniture' 
problem was solved by a "Buy a Chair" 
campai gn... 
.,,in 1969 a unique Contributory Scheme 
which was so well patronised that the 
Society received in that year donations of 
a sufficient amount to enable a stage 
extension, 
,,,With the help of a Cultural Grant from 
the Education Department and financial help 
from benefits and functions which were run, 
the Society obtained sufficient money and 
a goodly portion of "working bee" labour 
to construct a further extension to the 
Theatre, This new addition provided for 
back stage assemblu and comfortable 
dressing rooms,., 
The theatre seats 135 and has a well appointed Control Box 
for lighting and audio equipment. The "do-it-yourself" idea of 
19 Ross Thome's has worked well for the Redcliffe Music and 
Arts Society, The group has used the skills of its members to 
create a functional and well used performance and rehearsal area, 
Townsville Little Theatre is an amalgamation of the St. 
Genesians, the St. James Players and the Townsville Theatrical 
Society, and although the group was thus newly formed in 1970, 
it has its own theatre, leased from the City Council for $500p.a. 
18. 
Silver Jubilee Booklet - 2952-2977, Redcliffe Music S Arts Society 
See p,6. 
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The theatre seats sixty-four and is used exclusively by the 
Townsville Little Theatre for rehearsals, socials and intimate 
performances. The Group has the use of the Arts Centre cellars 
for further club rooms, wardrobe and storage. Early in 1978 
the new Civic Centre was opened and the Group plan to present 
major productions in the Civic Centre. 
The stage is large but versatile since 
the proscenium arch can be adjusted 
depending on our requirements. Singers 
will be glad to know that a test of the 
acoustics gave excellent results. The 
backstage crew will find the most modern 
equipment, particularly a magnificent 
set of catwalks instead of teetering 
ladders!...sounds like luxury?) and 
even the seats in the auditorium are 
exceptionally comfortable and well 
designed. Of course to use this 
theatre properly we will have to be 
well trained and professional in our 
approach. Four courses planned to 
help local groups using the theatre 
during the opening season will be 
restricted to one representative from 
each group... 
The remaining Little Theatres in Queensland use a variety 
of halls for productions. Some have a reasonably well 
equipped Civic Centre, as in Townsville, but most use Progress 
Association Halls, Shire Halls, Church Halls, School Halls or 
Municipal Theatres which often double as a cinema. Rental 
varies from 'no charge' to $25.00 per performance. The local 
council or owners of the hall support the Little Theatres' 
philosophy and assist with lighting and technical equipment which 
is usually utilized by only that group in their rental of the hall. 
20 




Little Theatre audiences are predominantly family and 
friends. For particular groups, such as the Dalby Players, where 
the performance area is the Dalby High School Great Hall, a 
great percentage of the audience is made up of students. The 
very small country groups such as Daymar cater for audiences 
from babies to senior citizens. The Sandgate Little Theatre 
offers special concessions to senior citizens from the local 
Eventide Old Peoplek Home. Most groups indicate the audiences 
are middleaged and comprise more women than men. The 
Townsville Little Theatre secretary stated that audience 
attendance is highly variable with an average of thirty. Block 
bookings give a full house but other performance nights may 
attract only twenty audience members. In comparison Cecil 
Plains Little Theatre attracts 100 to 250 people; Dalby Players, 
300; Maryborough Little Theatre, 300; Mercury Theatre Wynnum, 
150 to 200; Moranbah Amateur Theatre Society, 250; Mt. Cotton 
Drama Group, 140; Myalla Little Theatre Clermont, 100 to 800; 
Kenmore Music and Drama Group, 200; Tambo Drama Group, 150 to 300; 
Tamborine Mountain Little Theatre Group 50; Toowoomba Repertory 
Theatre, 75; and Embley Little Theatre at Weipa, 50. The small 
groups may only offer two or three performances, whereas 
Townsville Little Theatre present each play for eleven 
performances. Several groups, namely Ipswich Little Theatre, Gold 
Coast Little Theatre, and the Australian Community Theatre 'sell 
the performance' to a fund-raising group. Only two or three 
nights of a three week season may be available to the public 
or theatre members to see the production. This idea relieves 
the burden of selling tickets and 'filling the house', but it 
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makes the production a social event only. The challenge of 
satisfying an audience is weakened when most are there for the 
charity or the associated supper. These groups expect a comedy 
and can rarely be inspired to theatrical heights. 
A follow-up study of Ross Thome's work on Country (Amateur) 
Theatre in N.S.W. arrived at similar conclusions regarding 
audience response to the effort. 
Most of the groups interviewed were unable to 
define the sex, age or vocational patterns 
of their audiences and offered the response 
"a general cross section of the community". 
Of those groups which offered a breakdown 
of their audiences, the collective 
results show a slight bias towards women 
attending more than men and a marked bias 
towards older peonle attending more than 
younger people.'^1 
Terry Uren who made this case study acknowledged the 
difficulties in attempting to correlate attendance with age 
groups, education or work force breakdowns. Most country 
towns display a lower educational attainment and fewetprofessional 
administrative and white collar workers per population break-
down than in cities. Age groups from fifteen years to forty-
five years are lower in the country than in the city. This 
could account for more older people attending the Little 
Theatre. Some smaller towns showed an annual trend for 
professional people not to attend; others had significant 
numbers of teachers attending performances. These teachers 
were young and unmarried, but in one community where teachers 
were farmers' wives who had resumed teaching because of the rural 
crisis, the support of the theatre by the teaching population was 
less. 
21. Terry Uren, PERFORMING ARTS IN COUNTRY TOWNS, (Sydney: Uni. 
of Sydney Press, 2973), p.20. 
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The general impression from the survey of Little Theatres 
was that audience response, though varying with the type of 
play, was consistent at an average of two hundred local people 
sharing the performances of each Little Theatre Production. 
PROGRAMME 
Most Little Theatres offer the audience a low cost 
programme printed by the group members themselves on a 
duplicating machine. The Actors Theatre, and Mt. Isa Theatrical 
Society provide a professionally designed gloss paper 
programme enclosing information regarding the cast and include 
local advertisements. The Australian Community Theatre 
programme is also professionally designed, but printed on an 
economical paper. It has the fullest information of all Little 
Theatre programmes. The trend is "American repertory": 
descriptions of past successes of cast and crew are given; the 
tone of writing is sincere, almost patronising; and many 
acknowledgements for assistance are included. Some groups 
have a stock of outer covers and place a new insert for each 
production into the cover. The talents of members are utilized 
in design and art layout. The conclusion from survey response 
and programme observation is that, in general, the programme 
is a material part of theatre presentation, but value and 
quality of the programme are incidental. 
PUBLICITY 
In the local community, the Little Theatre runs an intense 
publicity campaign. The success of each production depends, 
primarily, upon local audiences, and these must be contacted 
in as many ways as possible. Paid newspaper advertisements 
are taken out by most groups; posters and dodgers are placed 
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in shop windows and strategic positions; letters are sent to 
subscription members; newsletters carry promotional details of 
each production, and active members enthuse the community 
'by word of mouth'. 
Local newspapers and radio stations are most supportive. 
This free publicity has a high degree of drawing power, but is 
generally regarded as a duty by the media, rather than a news 
item. The support that is given by the radio or newspaper is 
^-rj(yeih-'> the same support offered a local charity cake-stall 
or jumble-sale. Little Theatre productions are, too often, 
social events, rather than news or cultural achievements. 
The Acting Chairman of Rockhampton Little Theatre in 
delivering his Report for 1976 acknowledged the media support. 
To the various media outlets in Rockhampton, 
my many thanks for your advice and assistance 
during the year in bringing the Theatre's 
work to the attention of the public.^^ 
Without doubt the Chairman of the Cunnamulla Little Theatre 
would also acknowledge The Cunnamulla Watchman newspaper 
assistance to the theatre. A review of the 1970 production of 
Fools Rush In was given front page headlines of "GREATEST 
TRIUMPH YET" despite details of acting weakness. 
Public interest in the Cunnamulla Little 
Theatre has been greatly increased due 
to the staging of the second major 
production for 1970. 
The play "Fools Rush In" by Kenneth 
Home, and produced by Mrs. Mary 
Montgomery, has been hailed as their 
greatest triumph yet. 
Congratulations must surely go to all 
members of the cast for the excellent 
performance, the people behind the 
22. M. Byrnes, Acting Chairman's Report, Rockhampton Little 
Theatre, 2976. 
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scene, and particularly to Mrs. Montgomery 
for her excellent production of the play. 
Following is the critics version of the 
presentation of "Fools Rush In":- I 
enjoyed the performance of "Fools Rush 
In". The Play was a pleasant three act 
comedy by Kenneth Home, based on a 
prospective bride's confusion and doubts 
about the marital vows and their 
implications. The theme was light 
hearted and jocular, and it is to the 
credit of the players that they were 
able to carry this into their acting. 
The audience was obviously impressed 
and quickly absorbed the spirit of 
the performance. I noticed the children 
and younger members of the audience 
were laughing as much as the adults -
a tribute in itself to the humour of 
the play. 
The production was good. Any faults 
found were minor, and would have been 
remedied by the second night's perform-
ance - a stubborn door, minor problems 
with the lighting, and an indistinct 
noise on the radio. Mrs. Montgomery 
is to be commended for this, her 
first production.. 
Robyn Miller played an excellent part 
as Paia, the bride to be...spoke 
clearly and well...constant fiddling 
with the train of her bridal gown 
betrayed what nervousness she felt... 
Jean Fomasier.. .shown herself an 
actress of note in the past...really 
enjoyed herself this time...Nan 
Larkins is a newcomer to Little Theatre 
here...gives indications of better 
things for the future...Lesley 
Thompson gave a youthful portrayal 
of the part of the old housekeeper... 
an excellent first attempt... Marg. 
Baker managed her part well, in spite 
of recent illness...If Ian Bradow 
had relaxed more, and acted more 
naturally his would have been an 
outstanding performance...Doug 
Heiniger ...not feel he quite 
absorbed his part...nervously picks 
at his clothes... 
The Cunnamulla Little Theatre is 
something of which this town can be 
proud. It has consistently given us 
good plays and performances. This 
play continues that good tradition. 
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23 May we hope that it continues. 
This report gained news item classification in front page 
placement. It is worth noting that the Editor relinquished 
responsibility for the content by prefacing it as the "critics 
version of the presentation", and that, although hailed as the 
"Greatest Triumph" almost every actor had faults to overcome. 
Nevertheless, the article confirms type of audience, type of 
play presented, local enthusiasm and sincere, hard-working 
effort in Little Theatre. 
The publicity in newspapers varies from city to country. 
Those journalists or reporters in country areas offer the 
readers a 'heart-warming' story, whereas city readers are 
given a short review which usually praises 'effort'. This 
comparison is seen in early reports of the Goondiwindi 
Dramatic Society and of the Dalby Players, and of recent reviews 
of Theatre Maria at Mitchelton and St. Luke's Theatre Society 
at Ekibin. 
The Goondiwindi Dramatic Society 
It all started over a cup of tea. 
On an afternoon in the early months of '54, a 
small group of womenfolk decided to form a 
Drama Discussion Group, which would hold 
monthly meetings for study, discussion, 
and play-reading. 
Under the guidance of Mrs. Helen Rogers 
(who had previous dramatic experience, 
and who conceived the brainchild) and 
the Toowoomba Board of Adult Education 
(who supplied books, periodicals, and 
even sent visiting lecturers) the Group 
grew in stature until at last the 
great day arrived when they decided 
"play-reading" would become "play-
acting" . 
23. "Greatest Triumph Yet", The Cunnamulla Watchman, Wednesday, 
29 July 1970. 
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24, 
The Goondiwindi Dramatic Society had become 
a colourful reality. In their brief seven 
year existence, they have presented 
seven 3 act plays, 17 1 act plays, done 
occasional sketches, and given a repeat 
performance of two 2 act plays to a 
Q.C.W.A. Summer School gathering in 
January and presented the pantomine, 
"Beauty and the Beast" - a fine record 
of which they are rightly proud. 
The First Time. 
"The first performance - was it a success?" 
A mere 12 people were seated in the Civic 
Theatre that night. Their first effort 
was positively a financial failure, but 
such a disappointment had been anticipated -
in fact, expected - from the Society's 
viewpoint it was a success for two 
reasons: they had successfully launched 
their first production, and they had 
sown "the seed". 
The seed took roots. Public interest and 
response was warm and friendly, and 
in a short time, a crowd of 400-500 rolled 
up to see Gundy's own Dramatic Society in 
Action. At their last performance, the 
comedy, "The white sheep of the JPamily", 
over 400 went through the door. -^ 
"Dalby Players" Big Success. 
Laughs Galore for Appreciative Crowd. 
Dalby has had its high ranking entertaining 
organizations in the past, but another 
group, the Dalby Players, was successfully 
launched on Wednesday night when it 
presented three one-act plays to a big 
crowd in St. Joseph's Hall. The audience 
was appreciative and showed this in no 
uncertain manner, but it was justified in 
doing so, because of the bright entertain-
ment being produced by some of Dalby's 
younger generation, and, as an official 
of the "show" put i t , some who were not 
so young. 
The applause was anything but stinted at 
the start, and it increased as the 
patrons sat back to partake of a dish 
brimming over with sparkling humour 
presented with that delightful touch of 
Keith Chalmers, "The Goondiwindi Dramatic Society", The 
Argus, 2962. 
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naturalness that only amateurs with their 
hearts in their work can produce.^ 
Witty Comedy by St. Luke's. 
St. Lukes Theatre Society is presenting a 
very witty comedy as its first production 
for 1977, the 23rd year of its operation. 
It is one of the long standing theatre 
companies of the Brisbane suburbs, 
performing - besides plays - an important 
community service. 
"As Long as They're Happy", by the English 
playwright Vernon Sylvaine, is literally 
yet another of its happy productions. 
...The result is like a lot of materialized 
complexes zanily running loose. The 
action is humorous, the acting reliable, 
and the English living-room set a piece 
of fine design. It is all good fun well 
done.^^ 
Farce is fun on the run. 
Theatre Maria, in its excellent auditorium 
at Prospect Road, Mitchelton, is having 
fine fun with that old English wartime 
farce "See How They Run". 
So are the audiences which this six-year 
old suburban dramatic society now attracts. 
The present production is the company's 
first for 1977... 
A mad show...but a highly amusing one, 
directed and performed with pace and 
speed. ' 
Despite the time differences in these reports, the 
attitude to Little Theatre Publicity remains the same. Far 
more space and story-telling are given to country Little Theatre 
groups. The reviews by theatre critic David Rowbotham, for 
St. Lukes Theatre Society and Theatre Maria, were imr(iimw.in—4-n 
their presence, and /supportive of the Little Theatre movement 
in their criticism. 
^^' "Dalby Players Big Success" The Dalby Express, Friday, 4 Nov. 1954. 
^^' David Rowbotham, "Theatre", The Courier Mail, Saturday, 
23 April 2977. 
^^' David Rowbotham, "Theatre", The Courier Mail, Friday, 
29 April 1977. 
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WORKSHOPS AND YOUNG PEOPLE'S THEATRE 
Of those Little Theatres which responded to the survey, 
seven have regular weekly workshops for Juniors and three have 
regular Senior Workshops. Seven groups have occasional 
Senior Workshops, and ten have none at all, describing 
workshops as not popular and poorly attended because of lack 
of interest. Yet, every Little Theatre includes with the 
Constitution an aim or object of providing training in the 
theatre arts. Most members who join the group in an active 
capacity desire to improve their talents, and the artistic 
achievement of the group depends upon the standard of 
performance. This lack of consistent training and workshopping 
of plays may be caused, in country areas, by distances between 
members, by facilities, by lack of trained personnel, by the 
small number of plays presented and by the small number of 
active members giving all the energy and time to the production 
of the moment. Large country towns and cities, such as 
Rockhampton, Townsville, Bundaberg, Mt. Isa, Ipswich and 
Innisfail offer more regular workshops for their members. 
These groups are visited by theatre personnel and have the 
finances and facilities to employ tutors for a series of 
workshops. 
Since the formation of the Queensland Theatre Company in 
1969, travelling players and theatre-in-education teams conduct 
workshops while on tour. The Darling Downs area, in 2977, was 
serviced by a team from the Q.T.C. working with the youth of 
the area on a workshop production programme sponsored by a 
financiai grant. 
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During the first two years of existence of the Rockhampton 
Little Theatre, scholarships were granted for members to attend 
the Queensland University Summer School of Music and Drama. 
Mt. Isa Theatrical Society has sponsored selected members in 
area workshops. Groups arranging Festivals, invariably invite 
the adjudicator to conduct associated workshops. 
Adult members of the Little Theatre groups are those 
who teach the Junior members. This again symbolizes the 'do-it-
yourself -type' of theatre. 
Perhaps the most frequent type of workshop training is that 
given to the actors in hand when a visiting professional director 
is employed to produce a play for the Little Theatre. 
VISITING DIRECTORS 
In the early years of Rockhampton Little 
Theatre experienced professionals such as 
Rhoda Felgate, Founder of the Twelfth 
Night Theatre in Brisbane, and Marjorie 
Mant, a leading actress from the same 
Theatre, gave their services voluntarily 
from time to time by guiding a production 
in its early stages, and having 
discussions with the producer before 
returning to Brisbane. 
This group has had three professional directors in the 
seventies. In 1970 the Australia Council provided finance 
for $1,200 for the services of A.C. Butavicius, then of the 
Canberra Community Theatre, to direct The Dragon by Y. Schwartz; 
in 1972 the Queensland Arts Council provided Don Batchelor to 
direct Shakespeare's A Midsummer Night's Dream; and in 1976, 
Mai Carmont to direct Don's Party. 
28 
Barbara Taylor, A Report on the First Thirty Years of Rockhampton Little Theatre, 1976. p.13, 
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The Queensland Government's Cultural Activities Department 
employed in 2977, Gilbert Spottiswood, whose main function is to 
direct approximately four plays per year in country areas such 
as Winton, Townsville and Mt. Isa. The Little Theatre groups 
applying for a grant for a professional director, are given the 
services of Gilbert Spottiswood. The Ipswich Little Theatre 
has achieved recent success in obtaining visiting professional 
directors. In 1975, Arthur Frame directed A Delicate Balance 
by Edward Albee; in 2977, Robert Kingham directed The Real 
Inspector Hound; and also in 1977, Bryan Nason, workshopped 
and directed a musical "Stella" for the Young Theatricals, the 
Junior group members of Ipswich Little Theatre. 
The aim of a Little Theatre Group applying for a grant 
and using a professional director is inherently to improve the 
standard of production and to give training to the actors. 
For this reason it is a current trend, with some groups 
annually, with others every two years, to employ such 
professional assistance. It is possible, therefore, that the 
Little Theatres doubt their artistic abilities in a community. 
Certainly, by providing out-of-work theatre personnel with a 
job, and providing Little Theatres with trained professional 
artists, the standard of work must improve. However, the role 
and function of Little Theatre will change in this atmosphere. 
It would appear more beneficial to provide professional expertise 
for workshop training and thus retain the Little Theatre 
activity of community effort in presenting a production at the 
level of utilization of local talent. 
It should be noted that the touring group, the Australian 
Community Theatre, has, as its policy to employ, at the 
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approximate rate of $200, the services of a director for each 
annual production. This director is not necessarily a 
professional in the field, but may be an experienced and 
talented amateur director. Also, the Community Theatre at the 
Kelvin Grove College of Advanced Education utilizes the services 
of a professional director for one production per year, as part 
of its policy in assisting the training of actors. 
The Little Theatre groups were also invited to respond to 
the question of Festival participation and their views of the 
role of Little Theatre and the future of Little Theatre in 
Queensland. Festival participation dominates the activities of 
so many Little Theatres, and is considered here. However, the 
ideas surrounding the future of Little Theatre, make up the 
conclusion to this thesis. 
FESTIVALS 
One of the most significant activities involving the more 
/5 
zealous Little Theatres in the suburbs and country areas 3*fr 
the local Drama Festivals conducted all over Queensland. The 
south-eastern corner of the State includes eight such annual 
Festivals which become a focus for play production and circuit 
of performances by many Little Theatre groups. These occur 
between May and October and for some groups become their only 
theatrical activity for the entire year. Some months are spent 
in play selection and rehearsal and then the remaining six 
months are devoted to weekend travelling and performing in 
various Festivals. Such Festivals are the 'Big Rivers' Festival 
of Arts in Grafton in late May, Ipswich Little Theatre Festival 
in June, Goondiwindi Dramatic Society Festival in July, 
Bundaberg Drama Festival in August, Yarrageh Festival at 
164 
Sandgate and the Brisbane Warana Festival in September and Casino 
Drama Festival and the Murrumba Drama Festival at Redcliffe 
in October. Occasionally, some Little Theatres also travel 
to Newcastle in August for the Festival there. Participation 
in amateur drama festivals has almost become an industry 
rather than an artistic venture. The groups that offer 
Festivals expend a great deal of time, energy and hard-come-by 
funds organizing their Festivals, but unfortunately, the 
outcome is not always enjoyment and development of 
production skills. There is some emphasis upon 'competition' 
rather than 'festival' because all these activities are 
adjudicated and awards are made for the best work in certain 
areas. 
Reference has been made to the Association of Little Theatre 
Groups formed in 1973 in an effort to serve all Queensland 
Little Theatres with a united voice. The August 2977 Newsletter 
of this Association contained a discussion regarding the purpose 
of these Drama Festivals written by John Donovan, the President 
29 
of A.L.T.G. He criticised the competition based purposes 
saying: 
I prefer to think that the main reason for a 
drama festival is to provide an atmosphere 
in which Groups can meet together, broaden 
their knowledge, compare techniques, learn 
from constructive criticism and depart 
with that feeling of well-being that stems 
from new friendships made and old ones 
renewed. .. '^  
Even John Donovan admitted that this may seem idealistic in 
29. 
The Association of Little Theatre Groups. 
' Donovan, John. Association of Little Theatre Groups Newsletter, 
August 2977. 
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the face of personal ambition and some jealous rivalry. However, 
the aim of Festival participation is to improve performance 
standards through practice before a variety of audiences, 
observation of others at work and the constructive criticism of 
the adjudicator. 
The Little Theatres which regularly perform at the 
Festivals stated previously are the Goondiwindi Dramatic 
Society, Toowoomba Repertory Society, Ipswich Little Theatre, 
Sunnybank Repertory Society, Sunnybank Variety Theatre, Sandgate 
Little Theatre Group, Redcliffe Music and Arts Society, Tugun 
Repertory Theatre, Queensland Theatre of the Deaf, Creative 
Development Workshops, Murrumba Theatre Company, Australian 
Community Theatre, Harlequin Theatre at Wynnum, Bundaberg 
Amateur Players and Hervey Bay Little Theatre. In the survey 
conducted in Little Theatres throughout Queensland thirty-two 
groups of the forty-three responses stated that they 
participated in some kind of Festival activity. 
All these Festivals are for one-act plays by both Senior 
and Junior groups. There is great variety in type of play and 
in the standards of production. A few Festivals offer special 
awards for the best comedy and performances in comedies as well 
as dramas. These are recent additions to the award categories 
because a predominance of absurd dramas with only two players 
had occurred. Local audiences in these small towns are vital 
for financial support of the Festival and as with the trend in 
small Little Theatres the audiences desire popular entertainment. 
The introduction of Festival awards for productions of comedies 
has arisen in an effort to please these audiences. Ipswich 
Festival and Grafton Festival offer awards for original scripts 
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and encourage Australian plays in performance. The motivation 
for participation by Little Theatres in the Festivals ranges from 
the desire to achieve excellence and to polish artistic talents 
to the other extreme of entering an extract from the current 
three-act production to avoid disappointing the Festival 
organizers. Thus the standard of production varies 
considerably. The best productions are usually polished in 
performance, sensitive in direction and visually striking. 
producfioiii- fov^ 
Others may be the worst examples of amateurism. The children 
V A 
and/youth piTyJuttiiit*^ - are always worthwhile; they demonstrate 
enthusiasm, effort and some degree of talent. 
Awards vary from Festival to Festival, but usually include 
Best Play, Best Producer or Director, Best Actress and Actor and 
Best Supporting Actress and Actor. Others are presented for 
Decor, Comedy, Original Script and Special Awards of the 
Adjudicator's Choice. In general Adjudicators are selected 
from professional or semi-professional Theatres in Brisbane or 
from Sydney and Melbourne. The Festival may extend for three 
or four nights and a matinee, and the Adjudicator addresses the 
audience each night commenting on the plays observed. Following 
the final production, the Adjudicator announces the recipients 
of Awards. Each group is given an opportunity to discuss their 
production with the Adjudicator and a written evaluation is 
compiled. Some Festival organizers request the use of a 
marking scheme in categories of acting, direction, costume, 
lighting, set design and overall impact. The winning play is 
that which receives the highest mark. Rules are given to 
participants regarding time limits and technical facilities. 
Local newspaper coverage of the Festival activity is 
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usually prolific and the following extracts give an indication 
of the community attitude to Drama Festivals and to the 
standards of performance. 
Ipswich Festival 1974. 
Three companies collect major festival 
awards. 
Three little theatre companies swept 
all before them in the Ipswich Little 
Theatre Society's Festival 74 at the 
weekend. Sandgate Little Theatre's 
production of Ritual for Dolls took 
top honours for the best play, plus 
the best producer and best actor awards. 
Villanova Players took three major prizes -
second best play. Dust is the Heart, best 
actress and best supporting actor. 
The home grown, Ipswich Little Theatre 
Society won third play prize for Duet 
for Two Hands, also won the best 
supporting actress award. 
Without a doubt this festival was the 
most successful of the 20 that the 
Ipswich Society has held. 
Not only did it attract the most 
entries since 1966 - 15 in all - but 
the standard was excellent, and better 
yet, the atmosphere was delightful. 
So many of the visiting players remarked 
on the friendliness of the hosts, the 
excellent organization of the weekend 
and the camaraderie... 
Bundaberg Festival 1976. 
Drama festival opens. 
The standard of the opening productions 
last night in Bundaberg's annual Drama 
Festival impressed the adjudicator, 
notable Brisbane actor Ray Dunlop... 
In the most extensive festival to be 
presented by the Amateur Players, 12 
one-act plays will be judged over three 
sessions... 
Yarrageh Festival at Sandgate 1975. 
Yarrageh's here... 
Well, it's finally here' Yarrageh Festival '75. 
31. 
Burger, Angela. "On Stage". Queensland Times, 18 June 1974, 
' R.S.H. Bundaberg News-Mail, 27 Aug. 1976. 
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After months of careful planning and endless 
discussion Sandgate's own drama festival 
will be launched this week for the first 
time... 
Excitement is running high among the 
metropolitan theatre groups, and the 
question on everyone's lips is "Who 
will be the winner?" There are thirteen 
awards and two adjudicator's special 
awards. .. -^^ 
Ipswich Festival 1976. 
Festival '76 A First for The State. 
Ipswich Little Theatre boasts the first 
and longest running drama competition 
in Queensland. 
The society's festival has changed little 
during its 30 year history. 
A decision was made five years ago to 
change the format' from a competition to 
a three-day programme of theatre 
activities. 
This move has meant a new life for 
the festival and has increased the 
interest shown by theatre groups. 
A total of 27 entries has been received 
for the plays section of the festival and 
these will be staged over four nights.. .^"^ 
The Ipswich Little Theatre Society's Festival was established 
in 1955, Casino in 1959, Goondiwindi in 1961, Sandgate in 1975 
and Redcliffe in 1976. In the years 1974 to 1977 the number of 
entries was high, in 1978 Ipswich received only five entries, 
and the following Festivals had similarly low numbers of Little 
Theatres travelling to perform their plays. The reasons are 
many and include involvement in three-act play production, 
fewer members, more leisure-time weekend activities prohibiting 
travel and pressure at work preventing rehearsal time commitment. 
These may be marks of the developing society but it must be 
noted that the number of Festivals has increased and that in 
33. 
Biddle, Narelle. "Yarrageh's here..." The Echo, Sept. 1975. 
34 
"Festival '76". Queensland Times, June 1976. 
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previous years there have been peaks of interest and participation 
and times of minor participation. There seems to be a pattern 
of Festival support and disinterest. 
However, the spirit of competition remains in Little 
Theatres and the Festival programme is an ideal method involving 
interchange of groups and the opportunity to see others at 
work. These essential ingredients will ensure that Little 




MIRACLE and MORALITY: 
Littie Theatre in Harmony with the Church 
An assessment of the Villanova Players, the Mormon 
Players, the Park Presbyterian Drama Group, Theatre Maria, 
St. Luke's Theatre Society and Our Lady of the Rosary 
Kenmore Music and Drama Troupe in Brisbane, Queensland. 
The emphasis in this Chapter must be placed upon the 
Villanova Players because this group has made a significant 
contribution over thirty years to the growth of Little Theatre 
in Brisbane. However, all the Little Theatres mentioned 
above build their activity upon a purported affinity between 
religion and drama. 
Dramatic historians acknowledge that drama probably began 
as a religious ceremony connected with the worship of God. 
Greek Drama, upon which modern civilization has based its 
drama was first performed as part of a Dionysian Festival at 
Harvest time. The first appearance of drama in England was 
in the Middle Ages and again was bound to religion being used 
to explain the mysteries of the Bible to the masses. 
Historically, however, this is also the period in which 
religion and drama separated. The dramatic presentations 
by priests became too secular and the plays moved out of the 
church into the market place where morality could be 
questioned and taught in the vernacular of the people, not 
the language of the church. 
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Barbara Stellmach, a dedicated and active member of 
Villanova Players, wrote an article for The Catholic Leader in 
1967 entitled "Theatre is Active Part of the Church in Brisbane". 
This was designed as a history of the Villanova Players and 
began with the relationship of drama and religion. At the point 
of secularization in the Middle Ages Barbara Stellmach claims a 
special role for the Catholic Church. This is one of three 
articles recorded here that place the theatrical activities of 
Villanova Players as expressions of life with Christ, the 
Catholic Church and of religious beliefs. 
But the Catholic Church, ever closely 
connected with culture in all its 
aspects, continued to be a strong 
influence in the world of theatre, and 
through the centuries, famous men and 
women of the theatre have worked in the 
shadow of Christ to present their 
talents to the world; while less famous, 
but often equally talented people, have 
worked in their own spheres to keep the 
theatre closely allied to the teachings 
of the church. 
Throughout the world, in many of the 
great cities, and often in many of 
the smaller ones, theatre groups, 
professional and amateur, have arisen 
and continue to flourish - theatre 
groups. Catholic in name. Christian 
in ideal, whose purpose is to keep 
the standard of drama at a Christian 
level. 
The second article, written in 1959, appeared in a Catholic 
magazine entitled Via and was intended as a description of the 
group after ten years existence. The phrase "merely cultural" 
Barbara Stellmach, "Theatre is Active Part of the Church 
in Brisbane", The Catholic Leader, April 1967. 
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is somewhat unusual. 
The Players are Brisbane's official 
Catholic Theatre. As this implies, 
the group has a religious or 
apostolic aspect as well as merely 
cultural - in practice they are 
identified in the life of the group -
in working in charity and community 
on an absorbing, purposeful creative 
work. Purposeful, because drama has 
the power to present living ideals 
in the most vivid way possible. This 
applies to all drama, not merely that 
we usually term religious plays of 
genuine dramatic worth... 
However, this apostolic work at 
communications (no less apostolic if 
the communication is simply that of 
pure laughter) is never complete unless 
the audience plays its part in the 
apostolate of the drama - by being 
actively responsive and discriminating -
and by being there... 
The third article, by Roger Covell, theatre critic for The 
Courier-Mail in 1957, was a summary of "a most enterprising and 
successful year" by Little Theatres. After the Brisbane 
Repertory Society, Twelfth Night Theatre and Brisbane Arts 
Theatre, Roger Covell commented on the work of Villanova 
Players. 
Apart from the three best-known companies, 
the Villanova Players have done some work 
of outstanding interest. This group, 
which underlines the affinity between 
religion and drama, seems to be at its 
best in strong, peasant-humoured pieces 
by continental authors such as the brothers 
Quinter and Andre Obey. Developing a 
simple, warm-hearted style for acting for 
"The Catholic Theatre", Via, June 1959, p.29. 
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these plays has brought its own reward. 
I doubt if any of the better-known groups 
could have matched the Villanova Player's 
recent performance of Henri Gheon's 
"Christmas in the Market Place". 
The list of productions in recent years includes Butterflies 
are Free, The Rape of the Belt, The Lion in Winter which are 
certainly other than peasant humoured pieces by continental 
authors, but the objects of the group remain faithful in the 
dramatic practice of good triumphing over evil. This may not 
be defined as explicitly as "an affinity between religion 
and drama", but the Villanova Players remain proud that they 
are the official Catholic Theatre in Brisbane. The allegiance 
of the Little Theatre to the Catholic Church has provided the 
strength for its thirty years existence. 
Whereas the aims and objects of the Therry Society in 
Adelaide and The Genesians in Sydney refer in detail to the 
responsibility of the member/actor and the theatre to the 
Catholic faith, there are only two objects recorded in the 
Constitution of the Villanova Players, and they are stated 
simply as follows: 
(a) the presentation of plays of 
literary or artistic merit 
whose themes embody or are not 
inconsistent with Catholic 
thought. 
(b) the training and exercise of 
members in all forms of theatre-
craft . 
As the Association has been recognized as 
the Official Catholic Group for the 
Archdiocese of Brisbane by His Grace 
Archbishop Duhig (C/- letter dated 
3. Roger Covell, "Daring Pays our Little Theatres", The Courier^ 
Mail, 19 Dec. 1957. 
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February, 16th 1955) it is ipso facto 
Catholic in its Constitution and aims. 
In membership, however, it shall be 
non-sectarian. 
The first object regarding types of plays as "not 
inconsistent with Catholic thought" is difficult for the layman 
to interpret. An Interview in 1976 with Kevin Ryan, Director 
of Villanova Players, revealed that "morality" was the issue at 
stake - but whose? The morality of the Church? The morality 
of the audiences? Or a personal morality? The Committee 
of this group choose plays in which good triumphs over evil. 
The censorship is self imposed and deals particularly with 
obscenities and blasphemy. Kevin Ryan stated that if it came 
to the crux then the committee would stand by the church's 
morality rather than the world's morality. The Christian 
moral standard is the guideline used in selecting plays. This 
is seen as embodying Catholic thought. 
As stated in 1955 Villanova Players were recognized by 
the then Archbishop of Brisbane, Archbishop Duhig, as the 
official Catholic Theatre in Brisbane. This was a great honour 
and had been deserved by dedication and hard work. However, 
in 1956, one of Villanova's productions Nine Girls by Wilfred 
H. Pettit provoked Roger Covell, The Courier-Mail drama critic, 
to write an article entitled "When is a Play Immoral?" 
Archbishop Duhig's letter is worth reading as an additional 
statement describing the 'morality' of the Church in regard to 
Villanova Players' activities. This forms a background to 
Roger Covell's criticism. 
4^ 
Constitution and Rules, Villanova Players, 
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His Grace, Archbishop Duhig, has been 
pleased to notice the activites of the 
Villanova Players and has honoured 






Dear Father Hanrahan, 
I have followed with deep interest the work of the 
Villanova Players since it was established here in 
Brisbane under your guidance and with the assistance 
of the gifted group of young persons who have taken 
part in the various plays which you have put before 
interested audiences. 
It has occurred to me that the work of yourself 
and those associated with you should be made 
permanent. 
I desire, therefore, that the Villanova Players 
should be recognized as the official Catholic Theatre 
in the Archdiocese of Brisbane. 
I feel confident that the members under your 
guidance will live up to their title and do credit 
not only to their position but to the patronage and 
approval of the Church. 
With every best wish, 
I remain, dear Fr. Hanrahan, 
Very sincerely yours in Christ, 
James Duhig, 
Archbishop of Brisbane. 
Archbishop Duhig had asked the group to "do credit not only 
to their position but to the patronage and approval of the 
Church". Nine Girls was presented for six performances from 
May 31st to June 16th, 1956, and was directed by John George 
and Marion O'Doherty. John George was a non de plume used by 
the founder and then director of Villanova Players, Father 
Hanrahan. Two newspaper reviews appeared. The first, by Doris 
Waraker, appeared in the Telegraph and was commendatory, 
"First Official Catholic Theatre", The Catholic Leader, 
March 1955. 
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including statements such as "It never fails to hold interest" 
and "all the casting was careful and well-judged". The second 
review by Roger Covell was entitled "Crime play repellent". 
He criticised the Albert Hall production of this 'murder play' 
and countinued as follows: 
...The circumstances of the murder, or 
rather murders, were so revolting that 
the play could only have justified 
itself with a profound and searching 
analysis of a mind driven to homicide. 
A few weeks later the more lengthy criticism appeared. 
What makes a play "moral" or "immoral"? 
The last couple of weeks' theatregoing in 
Brisbane has provided clear examples of 
what I should call moral and immoral 
plays. 
The examples may possible surprise one or 
two people who do not look very far 
below the surface. 
First, the immoral play. It was put on 
by a small group known as the Villanova 
Players in the Albert Hall... 
This play - its title was Nine Girls 
pretended to be a study of the murderess. 
But by making its murders and its 
setting as crudely realistic as 
possible, it forced us to react to the 
situation as we might react to a police 
report... 
By refusing to accept the obligations of 
his "realistic" situation, and by 
cynically botching it with some well-
tried box-office tricks, the author of 
Nine Girls produced what I call a 
genuinely shocking play...it might be 
taken as a working rule that no play 
is immoral in which the author believes 
in his characters and their motives. 
The "moral play"to which Roger Covell referred, was Ray 
Lawler's Summer of the Seventeenth Doll because "the sincerity 
6. 
Roger Covell, "Crime play repellent," The Courier^Mail, 
2 June 2956. 
7 
Roger Covell, "When is a Play Immoral?" The Courier-Mail, 
June 1956. 
177 
of the author breathes through every line". Father Hanrahan and 
Vince Fogarty, president of Villanova Players, replied to 
Roger Covell's criticism in a Letter to the Editor of The 
Courier-Mail. Debating Covell's 'working rule' for morality, 
they provided the lay reader with an insight and interpretation 
of the Church's point of view, and of the Villanova Players 
justification for selecting plays. 
As a definition of artistic or dramatic 
integrity this (working rule) might 
pass; but artistic or dramatic integrity 
does not by itself constitute morality. 
The definition does not recognize that 
there is a real objective moral law. 
So far as any moral issues are relevant 
to the theme of Nine Girls, it is 
assumed by the author that two 
fundamental tenets of the moral law 
are beyond question, namely: Murder 
is wrong, suicide is wrong. Moreover, 
the author assumes that his audience 
accepts those two propositions, and in 
the working out of his plot, makes it 
clear that all the characters, including 
the murderess, likewise accept them. 
According to the principles of morality 
a play is immoral when it presents 
a violation of the moral law and 
applauds or condones i t , first, 
explicitly or, secondly, implicitly, 
by permitting the offender to go 
unpunished. 
...The play, in fact, fully conforms 
to the objective principles of the 
moral law. Neither is it in bad 
taste, since it is not brutal or 
shocking beyond the requirements of 
its particular dramatic type (melodrama). 
Our policy as a group is to present 
plays from the widest range of types, 
including melodrama, so long as they 
comply with the moral principles 
stated above. 
8. (Rev.) J.L. Hanrahan and M.V. Fogarty, Letter, The Courier-
Mail, June 1956. 
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The selection of plays is wide and certainly not 
confined to Catholic or religious plays. Kevin Ryan suggests 
that plays about priests or religious subjects are handled 
better by such a group and the success of A Man for All 
Seasons by Robert Bolt and Beckett by Jean Annouilh may prove 
this true. Philadelphia, Here I Come by Brian Friel presented 
by Villanova Players in July 1977 is another example quoted 
by Kevin Ryan as affinity with religion producing good drama. 
The saying of prayers, the use of holy words flow freely 
from an actor who has an insight into Catholicism. Admittedly, 
the first ten years of production were dominated by plays, 
often translations from Spain, Russia and Italy, which were 
tested Catholic pieces from overseas theatre groups. This was 
described in 1959 as a search for plays "embodying sound human 
ideals" as opposed to the "mere smartness or sophistication" 
of the West End style of play. Thus the phrase 'Continental 
Theatre' has been used to describe the early types of 
plays. This has not been the influence in the sixties and 
seventies. A list of plays in Appendix Vlll gives indication of 
their varied source, including locally written scripts. 
The history of Villanova Players has been recorded in 
many sources: The Catholic Leader, the Brisbane Catholic 
newspaper; Good Counsel, the Australian Catholic magazine; 
minutes of committee and general meetings of the Little 
Theatre; various newspaper articles, including articles from 
The Courier Mail; on programme covers for plays; and in the 
official newsletter of the group Proscenium. Villanova Players 
were founded by Father John Hanrahan, an Augustinian priest. 
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and Donagh McDonagh, who in 1948 was then Editor of The Catholic 
Leader. They took the name for their Little Theatre group from 
the Augustinian patron, St. Thomas of Villanova. Father 
Hanrahan and Donagh McDonagh decided to draw on the members of 
Villanova Committees and stage three one-act plays. The money 
for scenery and general expenses was put up by the Villanova 
College where Father Hanrahan was priest and teacher. Any 
profits went to College funds. The first plays. The Miracle 
Merchant by Saki, Between The Soup and the Savoury by Gertrude 
Jennings and The Proposal by Chekhov, were presented at All 
Saints' Hall in Ann Street in September and October 1948. 
Donagh McDonagh had hoped to form a society of sixteen to 
eighteen competent players, ultimately achieving strength as a 
recognized Little Theatre. Although Father Hanrahan was less 
ambitious than this and only one entire cast of the three one-
act plays had been on stage before, the Villanova Players 
worked successfully for eighteen months. Dongah McDonagh then 
ceased his association with the group. A city-wide appeal for 
a new College building had begun, and because it was felt that 
confusion would arise if the Players were to continue as a 
separate money-raising organisation for Villanova, the name 
was changed to Tar a Players and a new committee formed. In 
1952 that Appeal was discontinued and the Players were invited 
to return to the sponsorship of the Augustinians. The 
Committee was anxious and willing to do so and Father Hunt, the 
new Provincial of the Augustinian Order guaranteed financial 
backing. An Inspector Calls by J.B. Priestleif and Arms and the 
Man by G.B. Shaw had been presented by the Players in Albert 
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Hall, the testing place of Little Theatre in Brisbane. Yet by 
1952 the group had lost their audiences and their energy, 
even though they had gained fourth place with Cradle Song in 
the State semi-finals of the Jubilee Amateur Theatrical 
Competition. It was then decided by the few remaining 
enthusiasts that they would present the religious play Lady 
of Fatima by Father Nagel. This was to be an exceptional effort 
by the Villanova Players, and if success was not achieved, the 
group would have disbanded. Lady of Fatima was presented by 
its cast of forty for nine productions in Albert Hall, schools 
and parish halls as far distant as Toowoomba. The Catholic 
Leader reported later: 
It must be recorded that those who 
were not present at this clear and simple 
statement of fact by Father Nagel 
particularly in its final showing at 
the Albert Hall, missed something of 
deep and lasting significance. As 
our electrician said at the time: "It 
should be showing to thousands". At 
least the Players can claim the credit 
for introducing this play to Australia. 
They sent a copy to the Sydney 
Genesians and that production ran a 
season of 11 weeks, playing^Thursday, 
Friday and Saturday nights. 
In 1954 success was again achieved in a production of 
Cheaper by the Dozen which followed the Albert Hall performances 
in an extended season in the group's new home, St. James' Hall, 
Coorparoo. By now an annual retreat emphasizing the importance 
of Villanova Players in the field of Catholic Action, cabaret 
entertainments raising funds for St. James' Parish, one-act 
9 
"First Official Catholic Theatre", The Catholic Leader, 
March 1955. 
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productions for parish concerts, back-stage working-bees and 
family club-nights were combining to make Villanova Players 
the worthy recipient of official recognition by the Archbishop 
in 1955. 
The announcement that the group was the official Catholic 
Theatre in Brisbane did not result in increased support. In 
spite of efforts to encourage membership from boys at other 
schools, the general feeling seemed to be that the group was 
working for Villanova College. Others thought the group was 
working only for St. James' Parish, though this was denied. 
Location at Coorparoo was seen as a disadvantage. Even before 
1954, Father Hanrahan hoped that the group would move out of 
the district and change its name. Father Hanrahan desired a 
central theatre: a building given by the Diocese, as had 
been the case with the Sydney Genesians. The group's income 
could not support the purchase of a Theatre. This discussion 
and planning to move ha^ -j occurred regularly in the history of 
Villanova Players, and is currently at its peak of necessity 
because of conditions at St. James' Hall. 
Theatre in the late 1950's became a big factor in Brisbane's 
life, and the Catholic Theatre had to progress to maintain its 
position. In the early I960's the Constitution was rewritten, 
the Executive and Casting Committees re-organized and 
strengthened, a big drive for new subscribing members under-
taken, and the major play programme increased from four to five 
each year. A Junior Theatre was added to the existing Senior 
one, with the idea of trying to develop an early love of drama 
in the youth of Brisbane. With the maturing and developing of 
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the group came theatrical success. The Players have won many 
prizes in Senior and Junior sections of drama festivals 
throughout Southern Queensland, both for individual acting 
and for general play production. 
The Constitutional Committee organization of Villanova 
Players is a demonstration of this maturity and progression 
and at the same time, of a limited and insular casting policy. 
The Executive Committee includes the usual office-bearers: 
President, Vice-President/Publicity Organiser, Secretary, 
Assistant Secretary, Treasurer, Assistant Treasurer/Social 
Organiser, Liaison Member from the Casting Committee, 
Secretary of Villanova Players Junior Theatre, two Publicity 
Officers and three Social Officers. However, it is decreed 
that there shall be not less than five men and five women. 
Similarly, the Casting Committee which must comprise not more 
than five and not fewer than three members, is constituted to 
include not fewer than one and not more than two women. These 
constitutional rules indicate a progressive attitude towards 
the importance and rights of women to hold executive positions, 
and also the realization that a small Little Theatre must not 
be dominated by women in all executive positions. The limited 
and insular policy stems from the Casting Committee's power to 
choose all plays, directors and the cast to take part. A 
Director may suggest a play for discussion by this Committee, 
but the Director is given a cast, chosen by the Committee. No 
open auditions are held. The Casting Committee members are 
elected at the annual general meeting and are experienced 
actors and directors, but the policy severely limits an 
individual director's creative choice for character roles. Both 
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Kevin Ryan and Barbara Stellmach in recent interviews claimed 
that this system ensured an acting role for every theatre 
member at some time during the year. Thus the theatre would not 
be dominated by a small group of actors appearing regularly 
on stage. This was the system used by Vic Hardgreaves and 
Jean Trundle in the early years of Brisbane Arts Theatre. It 
does provide training for all and is the basis of community 
involvement in Theatre but the standard of a three-act production 
for the public could be in jeopardy. It has been justified in a 
different sense in an article by Peter Knight in The Catholic 
Leader in 1973. 
The basic concept is that, all things 
being equal, those members who 
work hardest for the group,are 
given priority with parts. 
In 1965 Father Hanrahan was elected Provincial of the 
Augustinian Order in Australia and took up residence in Sydney. 
He had been founder, director, friend and critic of the Villanova 
Players, and was sadly missed. One other priest. Father 
Dempsey, followed Father Hanrahan as Director of the group, 
and since than all Directors have been lay people. But it was 
Father Hanrahan's ideal that had charged Villanova Players. He 
saw the group as "a central Catholic Theatre group, performing 
a real work of Catholic Action by providing a decent 
environment for young people to participate in acting and 
allied activities." 
^^' Peter Knight, "After 25 years of Catholic Theatre...", The 
Catholic Leader, Nov. 1973. 
Statement by Father Hanrahan recorded in the Minutes at 
Villanova Players Meeting, Sat. 10 Sept. 1966. 
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As such, the Villanova Players would best function in a 
central venue, with an identity achieved in successful 
comparision to other Little Theatres and as a recognizable 
service centre for all theatre-interested Catholics. Villanova 
Players needed a new theatre. Unfortunately, although this 
discussion began in 1954, and reached some intensity in 1966, 
1967 and again in 1976, the Villanova Players remain producing 
plays in appalling conditions at St. James' Hall, Coorparoo. 
The group is still a viable Little Theatre in Brisbane in 1978, 
but the impetus of a forthright Director as unifying force 
has been replaced by some responsible activity in the develop-
ment of Australian drama as the 'unifying force' for Villanova 
Players. 
Father Hanrahan visited Brisbane in September 1966 and 
attended a Meeting of Members of the Executive and Casting 
Committees of Villanova Players. This was a special meeting 
to discuss the possibility of the Players moving to their own 
Theatre. Detailed notes were taken as Father Hanrahan spoke: 
...the idea of moving to a central position 
is not new. 
In recent years, the initiative for such 
a move had to come from the group. It 
can be well understood that no 
Augustinian, for either traditional 
or sentimental reasons (or both) wants 
to see the group move away. If, 
however, the members feel that this is 
the only way to achieve their aim at this 
stage of their development, the Augustinians 
would be the last to put obstacles in the 
way... 
...Father stressed the necessity of changing 
the name of the Players and moving from the 
Parish simultaneously. To change the 
name and remain in the hall could well 
cause friction between the Players and 
Parish organizations... 
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Do not be afraid to move towards the 
city on a temporary basis. Do not 
go to another suburban Parish unless 
it is nearer to the city. The city 
does not mean Queen Street! The area 
from South Brisbane, across the Story 
Bridge, to Gregory Terrace, Red Hill, 
across Grey Street Bridge to Woolloongabba 
would be acceptable. A move in that 
direction would be significant, and 
recognized as such. When moving to 
a new area, a minimum of two years 
would probably be required to establish 
a following. The group would have to 
be prepared to accept a lean time 
for two to three years. However, it 
will definitely build up if handled 
systematically, with the backing of an 
active and enthusiastic Chaplain. 
If the group can keep performing school 
plays and cultivating school audiences, 
there is every reason to hope that the 
income would be sufficient to pay the 
rent and/or rates of a central building. 
In 1967 an article in The Catholic Leader re-iterated the 
desire by Villanova Players for a Theatre of their own "which 
will establish them even more firmly as part of Brisbane's 
13 
cultural life, and enable them to expand even further". 
Again the great debt to the Augustinian Fathers and the 
Coorparoo parish was mentioned, but the genuine need was 
expressed in terms of continuous rehearsal space, secretary 
and office space, speech and drama teaching rooms, and storage 
for library books, costumes and properties. In Interview in 
1976 Kevin Ryan, present Director of Villanova Players, 
ibid. 
Barbara Stellmach, "Theatre is Active Part of the Church in 
Brisbane", The Catholic Leader, April 1967. 
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indicated that the proposed new theatre planned by the group 
for five years had become financially inaccessible. He 
believed the group would always need to be subsidized by the 
Church in some way. St. James' Hall was to be pulled down 
in five years time, and that the Church would find another 
building for the Villanova Players. This could be an old 
school building which the group would renovate and maintain, 
or it could be a new Community Hall built at Villanova College 
and used by the Players in the evenings. Each year, the 
Villanova Players expect to move into their 'new theatre' 
but each year the group plays on in St. James' Hall. The 
statement could be made, that the Players were awaiting a 
'miracle'. 
Probably the greatest achievement by Villanova Players 
has been the development of a group of playwrights within their 
own membership. In 1959 Vince Fogarty, a foundation member 
and President of the Players, had his farce "The Pioneers" 
workshopped and produced in an atmosphere of active encourage-
ment and constructive criticism. Many works by members have 
been performed as writers took their place with actors and 
directors within the group. In the ten years from 1958 to 1967 
plays by Vince Fogarty, Les Drought, Eric McAuliffe, Richard 
Pincus, Anne Moroney, Barbara Stellmach and Patricia Monsour 
were presented. In addition a verse drama by the Brisbane poet 
Martin Haley (1967), "Who the Hell needs Whipbirds?" by Jill 
Shearer, The Shifting Heart by Richard Beynon, The Summer of the 
Seventeenth Doll by Ray Lawler (1972) and The One Day of the Year 
by Alan Seymour (1973) have been included in the production 
list. 
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The most prolific playwright in the Villanova Players has 
been Barbara Stellmach. Her first full-length play to be 
produced was Dark Heritage (1964) which has since been published 
by the Queensland University Press with three others. Hang Your 
Clothes on Yonder Bush, Dust is the Heart and Legend of the 
1"^ Losers. Dark Heritage was the fourth play written by 
Barbara Stellmach and it received excellent newspaper reviews. 
The play told the story of a part aboriginal doctor and his 
white-Australian wife, who were thrust into a crisis by the 
husband's refusal to acknowledge his 'dark heritage'. "Moon 
on Miracle Bar" was produced in 1968 and for the theatre's 
twenty-first birthday celebrations in 1969, Hang Your Clothes on 
Yonder Bush was presented with the playwright in the leading 
role. This was Barbara Stellmach's first attempt at comedy, 
and with it she won an Australian playwriting competition 
conducted by the Arts Theatre at Cronulla in Sydney. Other 
performances for Barbara Stellmach included her sixth stage 
play. Legend of the Losers, based on the many legends 
surrounding Captain Thunderbolt, fabled New England bushranger, 
which was presented at St. James' Hall in 1976. In 1971, 
while still acting in one play a year for Villanova Players, she 
was invited to be the first woman producer of the lona Passion 
Play, and in 1972 two short plays "Time in Balance" and "The Herru-£-o~ 
fiounc^ 'ii/eri^Round" were produced on the one programme. The latter 
has been presented in Townsville with great success. Barbara 
14. 
Barbara Stellmach, 4 Australian plays, (Brisbane: Queensland 
University Press, 1973). 
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Stellmach can rightly be regarded as a mainstay of the Villanova 
Players. Her plays are not brilliant and will never challenge 
the best Australian playwrights for top rating, but she does 
act and direct as well, and is thus a woman of the theatre. 
Her plays are always thoroughly planned for reading and 
performance. The respect Villanova Players have received for 
their interest in Australian drama is largely due to the 
pride they have in Barbara Stellmach, literally their best 
product. Barbara Stellmach has served on Executive and Casting 
Committees of the group, and still regularly directs plays 
and performs the roles given to her by the Casting Committee. 
Her play Not Even a Mouse, a mystery, was presented in May 1974 
by Brisbane Arts Theatre during the Queensland Arts Festival, 
and Hang Your Clothes on Yonder Bush has been presented in 
Melbourne, Sydney and Townsville; The Merry-Go-Round Went Round " 
at the Townsville Little Theatre; Legend of the Losers at Mews 
Playhouse, Pymble Players, Cooma Little Theatre and Adelaide; 
Dark Heritage in Wollongong, on A.B.C. Radio and in Adelaide 
by the Adelaide Repertory Theatre; and From the Thirteenth Floor 
You Can See the Harbour at Cronulla in Sydney. Little Theatres 
all over Queensland have also given Barbara Stellmach's plays 
many productions. 
It is worth noting that the valuable organization now in 
existence to assist Queensland playwrights, Playlab, was 
instigated by Barbard. Stellwach. 
It is vital that the playwright should be able to persuade 
a Little Theatre to perform his play, for in no other way can 
the author see the action and hear the dialogue to test his 
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creation. This is probably one of the reasons Barbara 
Stellmach remained an active member of Villanova Players. This 
Little Theatre was interested in reading her work. However, 
every playwright does not have this support. In 1971, 
following observations of rehearsed readings of plays at the 
Mews Playhouse in Sydney, Barbara Stellmach took her idea of a 
play laboratory to the then Director for Cultural Activities, 
Arthur Greedy, and the Director of the Queensland Theatre 
Company, Alan Edwards. They liked the idea and after several 
meetings, it was decided to try something similar to the Mews 
Playhouse in Brisbane. The intimate and fairly central Music 
Box Theatre at Dornoch Terrace, Highgate Hill was chosen for 
readings. The first was of a play by Ipswich playwright, 
Elizabeth Murphy, "A Woman's Privilege". The system of 
Playlab developed where playwrights submitted plays to a 
reading committee who then selected some for workshop 
production. The larger theatre companies in Brisbane 
(Queensland Theatre Company, Repertory, Brisbane Arts Theatre, 
Villanova and the Community Theatre) were then approached to 
produce the plays. Playlab has since published son^ local plays, 
presented full-scale productions, pursued a great deal of 
reading and adjudication of plays as well as the rehearsed 
reading presentation of many plays in the various Little 
Theatres in Brisbane. 
Reviews by many theatre critics in Australia give a fair 
assessment of Barbara Stellmach's achievement in play writing. 
New Brisbane play 'Dark Heritage' earns 
recognition 
Villanova Players have launched a new 
Australian play. Dark Heritage written 
by Barbara Stellmach, of Brisbane. 
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The play deserves (and in time it will 
probably receive) some interstate 
recognition. 
But the production which Kevin Ryan 
has given it at St. James' Hall, 
Coorparoo, will be hard to beat, 
for the reason that Ryan not only 
met the challenge of an untried 
work, but, into the bargain, 
challenged the resources of the work 
itself... 
Dramatically there are tenuous parts 
in the story - a slightly overdone 
domesticity in the first act, a 
tendency towards colour - problem 
"preaching" in the second - yet 
the story is exceptionally well 
saved at all its corners... 
Successful Premiere for Villanova Play 
Brisbane's Villanova Players have every 
reason to be pleased about their recent 
season of group-member Barbara Stellmach's 
thoroughly indigenous and extremely 
meritorious three-act play. Dark 
Heritage. In a distinct sense, it 
may be said that the Villanova group 
came of age with this production, in 
that it was a complete "family affair", 
in which everything from authorship to 
props was in the hands of members of the 
group - surely the ideal and ultimate 
for any Little Theatre Company. 
...it is the play itself that has aroused 
most interest. Let it be said quite 
plainly and firmly that it is an 
extremely good piece of dramatic writing -
far and away better than what might have 
been expected from a local author at her 
first major effort. 
...There are times...when the dialogue 
is a bit "meager" and "impatient". One 
gets the feeling that the author, 
relatively speaking, is a little too 
concerned with using the lines to get 
on with the story, reveal the characters 
and raise the issues, and would have 
done better to be a little more restrained 
"New Brisbane play 'Dark Heritage' earns recognition", 
David Rowbotham, The Courier Mail, April 1964. 
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and controlled by way of introducing 
more "cushioning" and relative 
"irrelevancies". An enlargement of 
the humorous and whimsical element 
would also be an improvement, 
but withal, the general effect is 
powerful and convincing to a very 
pleasing degree and there are some 
really significant and moving 
passages... 
Colour Theme "Credible" 
Heaven preserve us from, the play with 
the all-too-obvious message! 
But in taking a universal problem and 
airing it against the Australian 
social scene, Queensland dramatist 
Barbara Stellmach has written a 
courageous and credible play. The 
theme of her play Dark Heritage, staged 
at the Arts Theatre by the Adelaide 
Repertory, is, as its title suggests, 
to do with the colour bar, which Mrs. 
Stellmach proceeds to deal with on 
two levels... 
Play never loses grip 
Dark Heritage, a drama by Barbara 
Stellmach has much to commend i t . The 
author, an Australian, tells with a 
good deal of feeling, the story of a 
young professional man who is part-
Aboriginal. Her plot and dialogue often 
has impact on the audience, and the play 
never loses its grip. 
Arts Theatre award goes to Queensland 
Mrs. Barbara Stellmach, of New Farm, 
Brisbane, has won the Australian play-
writing competition conducted by the 
Arts Theatre, Cronulla. Her play^was 
Hang Your Clothes on Yonder Bush. 
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Firstly, let me assure you Hang Your 
Clothes on Yonder Bush is not Australia's 
answer to Oh! Calcutta! 
It's a family situation style comedy just 
like the ones the American T.V. industry 
pumps out with sickening regularity. 
But don't get me wrong: the play bolts 
home as "A" class entertainment at the 
Q Theatre, Halifax Street. 
Barbara Stellmach may have got carried 
away with the title, but the play is 
well written and most of the lines 
offer plenty of scope for humour -
a fact the experienced cast takes 
full advantage of. 
Premiere of funny bit of Strine 
Barbara Stellmach's Hang Your Clothes 
on Yonder Bush, which had its S.A. 
premiere at the Q Theatre last night, 
is some distance away from the 
Great Australian Play. But it is a 
good little piece of indigenous 
theatre, soundly constructed and 
sensibly aimed at the always bullish 
domes tic-comedy market... 
Two views on co-habitation 
What happens when two people are forced 
to live together... 
either in marriage for life, or in a 
bomb shelter for 12 months? This was 
the theme interlinking two new plays 
of Barbara Stellmach, each quite 
different in time and setting presented 
by the Villanova Players. 
The first, a delightful and imaginative 
curtain-raiser called "Time in Balance" 
opened with that brief and delicate 
interval between the wedding feast and 
the wedding night... 
"The Merry-Go-Round Went Round" spanned 
the 12 month period for which two people 
...volunteered to exile themselves in a 





Ian Mcintosh, "Poolside sparkle", The Australian, April 1973. 
Mary Armitage, "Premiere of funny bit of Strine", The 
Advertiser, April 1973. 
"lago", "Two views on co-habitation", The Catholic Leader, 
30 April 1972. 
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Venue is drawback 
Given the right conditions in the right 
theatre, Brisbane playwright Barbara 
Stellmach could have the play of 1972 
with "The Merry-Go-Round Went Round"... 
The venue (St. James' Hall, Coorparoo) 
is the play's biggest drawback. 
Play is good sense to little theatre 
Villanova Players has shown good sense 
in picking a play by one of its own 
members, Barbara Stellmach, for its 
"21st birthday production" at St. 
James' Hall, Coorparoo. 
For Little Theatre to have any big 
meaning at all, it must produce 
playwrights as well as plays, and 
this is what Villanova has done. Mrs. 
Stellmach's play, performed last night 
under the direction of Kevin Ryan, 
is a light comedy called, Jiang Your 
Clothes on Yonder Bush. 
Players turn 21 
When a theatre group invites the public 
to its 21st birthday celebration in 
the form of a play, a prizewinner at 
that, written by one of its own 
stalwarts who also plays the lead in 
i t , then it seems ungracious not to 
share their joyousness and eulogize 
the whole achievement... 
...Mrs. Stellmach has written it 
(the play) appealingly and cohesively. 
Play act of adventure 
At least the butler didn't do i t . But 
Brisbane playwright Barbara Stellmach's 
first murder - mystery play still 
needs to break out of an etc customed 
pattern. 
The play, "Not Even a Mouse", had its 
premiere at Brisbane Arts Theatre last 
night, directed by Jenepher Debenham. 
23 
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...Mrs. Stellmach had written what 
was, for her, a brand new kind of 
work. Would it be as successful as 
her previously different plays? 
The answer has to be that, though it 
has a finish about it (the author 
is certainly a professional) it does 
label some of its points...what 
Australian theatre badly lacks is 
some solidly entertaining murder-
mystery play of its own; and Mrs. 
Stellmach is (once again) pioneering... 
its production by Arts Theatre is an 
act of adventure. 
Barbara Stellmach has not written a play for two years 
and Villanova Players have not produced a play of hers 
for three years. In this time this Little Theatre has lost 
some of its vitality. It will always remain a viable group 
because of the needs within the Catholic Parish to express 
themselves theatrically, but until a new theatre and a forceful 
organization return to draw membership and some experienced 
actors and directors, the Villanova Players will thrive on 
telling the new young actors stories of the great Father 
Hanrahan and their own playwright Barbara Stellmach. 
Five other Little Theatres in the Brisbane area have at 
present or in the past an allegiance to a religious group. These 
are the St. Luke's Theatre Society of Ekibin, Theatre Maria at 
Mitchelton, Our Lady of the Rosary Kenmore Music and Drama 
Troupe, the former Presbyterian Drama Group at Highgate Hill and 
the Mormon Players at Kangaroo Point. Reference has been made 
to four of these Little Theatres in the chapter summarizing the 
27 
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St. Luke's Theatre Society is the only Church of England 
(Anglican) dramatic society in Brisbane and until 1973 the name 
of the group was St. Luke's Church of England Dramatic Society. 
The constitutional aims include four clauses that relate to 
the Ekibin Parish, referring specifically to encouraging an 
interest in Dramatic Art in the Parish, appropriating funds 
for improvements to the Church hall, reporting as required 
to the Church Council and doing all things in the best interests 
of the Parish of St. Luke, Ekibin. It appears that the Little 
Theatre group uses integrity in its choice of plays and has 
no interference by the Church Council. The purpose of the 
group is to entertain and provide activities for the senior 
and junior members of the surrounding community. Apart from 
performances of Everyman, the mediaeval morality play, in 
other churches and St. John's Cathedral, no particular 
consideration to religious plays is given. It is a small group 
providing a local need, and is not comparable to the 
achievement of Villanova Players. 
Theatre Maria, established in 1971, is a Little Theatre 
performing in a well-equipped Catholic College auditorium in 
Prospect Road, Mitchelton. Musicals, comedies and farce are 
the types of plays presented to audiences of family and 
friends. Although based at the Catholic College, members of 
all denominations perform and choice of plays is not based on 
religious affinity but on moral integrity. 
Our Lady of the Rosary Kenmore Music and Drama Troupe is 
a young Little Theatre which has presented two or three 
somewhat expensive musical comedies including Kismet and Hello 
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Dolly. The Constitutional aims emphasize community involvement, 
fostering a truly Christian Spirit of Friendship and the 
achievement of high theatrical standards. 
There has been no exchange between the three Catholic 
Little Theatres at Coorparoo, Kenmore and Mitchelton. 
The Presbyterian Drama Group was founded in 1960 within 
the objects relating directly to the religious group: 
1, To train interested persons in all branches 
of dramatic art and stage craft. 
2, To give public performances of religious 
and selected secular stage plays, pageants, 
concert items and presentations, generally 
and such other activities as shall from 
time to time be decided upon by the 
governing Council. 
3, To assist if and when requested in such 
television and radio work as may from time 
to time be undertaken by the Presbyterian 
Church or its becoming the United Church 
Membership. The membership shall consist 
of people who are interested in basic 
theatre and in furthering the aims of 
family theatre. 
From 1966 to 1971 short modern dramas on religious themes 
were presented in Church services in the place of the sermon. 
These were performed by the Drama Group at the invitation of 
the Churches and were followed by teaching discussion. 
Deslye Kruck was the Director of the Presbyterian Drama Group 
until 1976 when she became Chairman of the Community Theatre at 
Kelvin Grove College of Advanced Education where she lectured 
in Oral Communication and Drama. The group then changed its 
name to the Park Theatre Group, no longer associating with the 
Presbyterian Church, and diminishing in artistic purpose. In 
the early seventies the group had achieved great success in 
Festival pa.tticipation and in Children's theatre, but in 1977 
28 
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and 1978 has generally performed one-act plays to family and 
senior citizen audiences. 
The Mormon Players cannot be compared with other Little 
Theatres as there is no interchange or sharing of any kind. 
They foster original scripts and operate a sy§tem of their 
own suburban churches preparing 'Roadshows' for production in 
three different venues for Festival adjudication once a year 
in June or July. Approximately twelve groups perform in each 
Festival, four each night of a three night Festival. Scripts 
must include singing and dancing and usually involve a cast of 
up to twenty young people. A great deal of preparation goes 
into rehearsal, costuming and portable stage setting. 
'Roadshow" by definition means that the group transport 
actors, costumes, setting and musical instruments by bus, truck 
or trailer in a touring form for production. They arrive at 
the theatre and in a ten minute interval set the stage and 
prepare for performance. Then everything is packed into the 
bus and the group travel - put the 'show on the road' to the 
next venue, the same night. These church Roadshows must perform 
in three centres on their performance night. At each centre 
an adjudicator awards points for costumes, set design, music, 
dancing, singing and script. Additional points are received if 
the script is original. Usually these are comedy sketches with 
dance sequences, parodies of T.V. commercials and melodramas. 
The three adjudicators meet at the theatre within the Kangaroo 
Point Mormon complex on the final night for a combined 
evaluation of the Roadshows. Ray Dunlop, administrator of the 
Brisbane Arts Theatre has been an adjudicator for the Mormon 
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Roadshows for three years, 1975, 1976 and 1977. In an interview 
in May 1978, Ray Dunlop suggested that this Roadshow play 
Festival is an important part of the youth training movement 
in the Mormon church. It is a way of "holding the young people 
and keeping them busy and occupied. They're fairly restrictive 
in their religious beliefs and consequently they want to hold 
their young people within their own area...the young people 
were very friendly, extremely so...the casts are virtually all 
29 young people". The Brisbane central group usually wins the 
competition, possibly because they rehearse in their own very 
well equipped theatre auditorium which includes the church 
and concert hall at either end. Audiences comprise family 
and friends, particularly children. Awards are made to best 
actor, best actress, best supporting actor and actress, best 
play, best set, best costumes and many more. A certificate 
of merit for these achievements is given. At the end of each 
evening of performance the adjudicator speaks to the audience 
and then presents certificates on'ithe final night. The overall 
impression is of team-work and family entertainment with the 
standard equivalent to a secondary-school musical production. 
In addition to this Festival one large-scale musical 
production is offered each year, such as The Sound of Music, 
Half a Sixpence and My Fair Lady. Assistance from experienced 
directors in Brisbane Theatres with casting and production 
advice is sought. The members of this religion do not perform 
in other theatres possibly because of restrictions rising from 
29 
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their beliefs regarding use of language, and attitudes towards 
cigarette smoking, alcoholic consumption and Sunday activity, 
Ray Dunlop recalls inviting Alvin Holsworth, the Bishop of 
the Mormon religious community to the Brisbane Arts Theatre, but 
he has been unable to accept, although there is a mutual respect 
for each other's activities. Morality, a guideline for 
living, is presumed to dominate this religion, and it certainly 
dominates the drama - in content of plays, reason for involvement, 
the type of person involved, types of performances as well as 
a practical demonstration of family unity in entertainment. 
Simple prayers are offered before each performance but the 
description 'Little Theatre in harmony with the Church' 
should not be applied to this group. The kind of theatre 
pursued by those in the Mormon Church is better described at a 
level of a youth fellowship programme manifested in entertainment 
sketches. 
The amount of discussion devoted to Villanova Players in 
this chapter is indicative of the role that this Little 
Theatre has played in the Brisbane Community generally, and as the 
Queensland example of 'Little Theatre in harmony with the 
Church'. The smaller groups have had a short existence and 
are expressions of a local community. The role these have to 
play is very similar to other suburban and country Little Theatres, 
and their religious affinity, other than that of the Mormon 




THE COLLEGE PLAYERS 
The search for professionalism in Queensland 
by Bryan Nason and his College Players. 
In the ten years between 1959 and 1969 The College Players 
gained a reputation as an exciting and adventurous theatre 
company moving between the amateur status of Little Theatre and 
the professional status of a touring company serving the entire 
State of Queensland, as their fortunes rose and fell. A 
summary of their varied activities from Opera to Shakespearian 
presentations in Festival Hall and a selection of press reviews 
describing the talent and sense of adventure are evidence of 
this 'notability' and remarkable achievement. Descriptions and 
definitions of the College Players have been as unusual as the 
group itself. 
Examined objectively, The College Players was 
a pathetic organization expressing the 
neuroses of its members. It was at the same 
time rather wonderful. 1 
If creature comforts were of vital importance 
to a handful of young University types, then 
an enormous number of Queensland country folk 
would miss a lot of pleasure! 
The students are members of the College 
Players, a band of under-graduates and 
graduates, who for the past four years have 
taken popular plays to Queensland's near and 
far North. ^ 
1 Donald Batchelor, "The College Players - In Retrospect", 
MAKAR, Vol. 5, No. 4, Dec. 1969. (published by English 
Department. Queensland University), p. 3. 
2 Truth, 22 January 1967. 
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The College Players is a lusty group of mainly 
professionals who spend most of their year 
touring Queensland with a jeep and a train 
carriage supplied by the State Government 
Railways. ^ 
The first of these definitions was given by Donald 
Batchelor who was associated with The College Players from the 
early days and eventually gave up his job as education 
television producer for the A.B.C. in Sydney to be producer and 
administrator of the group. In retrospect, in December 1969, 
Donald Batchelor summarized the activities of The College 
Players, describing how the dream of professionalism as a 
repertory company in Queensland resulted in the disbandment of 
the group. In essence, the end justifies the means and 
beginnings of the College Players, and for these reasons it is 
worth analyz/nej the causes of disbandment before a summary of 
the ten years' activities. The 'end' was the production of The 
Royal Hunt of the Sun by Peter Schaffer under the direction of 
Bryan Nason for the newly formed Queensland Theatre Company in 
October 1969. 
The College Players threw themselves in a 
spectacular production of The Royal Hunt 
of the Sun In its two and a half 
week season, the production played to 
approximately 8,000 people, with box office 
takings of $15,082.45. It was a wonderful 
success and the feeling that something was 
really happening in Brisbane Theatre could 
be perceived in the excitement and 
expectation it aroused. ^ 
In an interview in May 1976, Bryan Nason claimed that 
right from the early student days he dreamt of hurturing a full-
Katharine Brisbane, "Macbeth in the wrestling ring", The 
Australian, 13 August 1968. 
Greg McCart, "The Formation of the Queensland Theatre 
Company and its History 1969 - 1973", A IV Year Honours 
Thesis, 1973, pp. 24-25. 
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time professional repertory company for Queensland. The more 
practical minded Don Batchelor admitted that 
Nobody could be expected to take us seriously 
in those days. Even our parents knew we 
would grow out of i t . The wonder is that 
after ten years of trial and error, success 
and failure we were still not really taken 
seriously by anybody till the last few 
weeks before Royal Hunt - and then it was too 
late.^ 
Following a period of 'trial and error' from 1959 to 1967 
as Don Batchelor described, in late 1967 Bryan Nason persuaded 
the core members of the company to attempt another professional 
venture. The policy of the College Players had been flexible, 
but basically the plan was for a Queensland based professional 
company started in the State and belonging to the State. He 
hoped to create a market for the talents of Queensland actors 
to enable them to work in their own State without having to 
move south or overseas as they were doing at that time. He 
believed his company was then at the stage where it could hope 
for a good future as a fully professional company. Within five 
years The College Players should inevitably become the 
Queensland version of the Melbourne Theatre Company or the Old 
Tote in Sydney. South Australia had a state company and with 
the Elizabethan Trust's policy of developing regional 
professional theatre groups, rather than a national theatre, 
Queensland would not be long in following. In August 1968 an 
article about The College Players in The Sunday Mail concluded 
with the following positive policy: 
5 D. Batchelor, "The College Players - In Retrospect", 
Vol. 5., No. 4, MAKAR, 19 December 1969, p. 3. 
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The next five years will be a transition 
period for The Players from amateurism 
to a completely professional status. 
During this period the Company will draw 
on the hundreds of supporters, actors, 
and stage crew who have been associated 
with it during the last four years. 
All the present members of the troupe 
agree that this step into professionalism 
is more than an experiement. It is a 
commitment. And all are determined to 
give it everything they have got to make 
it a success. 
This sounded as if the group should be 'taken seriously' 
especially since three or four months later^when it was 
announced that the Queensland Theatre Company was about to be 
formed. The College Players decided to mount so spectacular a 
production late in 1969 that whoever was creating the new State 
Company would be obliged to take notice. Obviously their five 
year growth plan had to be condensed. All effort and money was 
thrust into a production of The Merchant of Venice to be taken 
to Canberra in a bid for interstate recognition. Success was 
achieved in local and national press reviews in performances as 
far north as Cairns. Secondly, The College Players decided to 
produce The Royal Hunt of the Sun. Bryan Nason had seen the 
play four times in London and desperately wanted to direct it 
for his group. They obtained the rights and boldly made plans 
for a production in the new S.G.I.O. Theatre in Brisbane, where 
the yet-to-be-formed Queensland Theatre Company would 
eventually perform. Coincidentally, the Board of the Queensland 
Theatre Company chose the same play for performance and as The 
College Players held the rights, Bryan Nason and his group took 
the ideal opportunity to make their production proposal to the 
6 Ian Hatcher, "Their World's a Stage", The Sunday Mail 
18 August 1968. 
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Board. It was accepted and with fate,, as it seemed, on their 
side, the group began rehearsals in a mood of excitement. The 
College Players team were in the State Theatre as a professional 
repertory Company. Bryan Nason was accepted as the production's 
Director, Don Batchelor as Production Manager, Hilary Furlong 
as Production Secretary, Robby Nason in charge of costumes, and 
actors from The Merchant of Venice team, Peter Lavery, Doug 
Barry, Graham Bruce, Reg Cameron, Rod Wissler, Robert Arthur 
and Pat Buckridge were given roles. It seemed that the goal 
had been achieved. Bryan Nason submitted his application in 
answer to the advertisement for Artistic Director, but when at 
lastThe College Players had proved their exceptional ability 
after ten years of idealistic 'trial and error' it happened to 
be too late. Alan Edwards, trained in England and teaching at 
N.I.D.A. so impressed the Board of The Queensland Theatre 
Company, that he was immediately offered the position of 
Artistic Director, which he accepted. Don Batchelor expressed 
the disillusionment of The College Players; 
Our disappointment was profound. After ten 
years working for one leader, using his 
methods, and being faithful believers in a 
particular creed, it would be quite an 
adjustment to think in any other terms. 
There was a period of bitterness. Why had 
we been passed over? What if we had done 
this or that? But in the end, we determined 
to make an all out bid to get into the new 
company as individuals - after all the 
Queensland Theatre Company was being created. 
It might be slightly different from the sort 
of thing we planned, but it was nonetheless 
the realization of a dream 
.... The sad thing is that as the weeks 
passed, and the Queensland Theatre Company 
began to express itself, the College Players 
in us ran counter to the direction the new 
company was taking. It was clear that our 
growth as a company had been organic, and 
that a shape had been dictated by the local 
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environment- all this was good - but, we 
were not ready to be grafted to a parent 
plant. It would not have been a proper 
expression of ourselves, nor would it have 
been a useful addition to the main growth 
. . . . Somehow we couldn^t find the energy 
and the heart to go on (as a separate 
professional company). We had worked hard 
and long, with only one short break, from 
the end of 1967 to the end of 1969 with 
one particular aim. When that purpose was 
removed the machine ran down. The College 
Players - after almost exactly ten years of 
continuous activity contributing to the 
growth of professional theatre in Queensland -
had ceased to function. 
I wonder whether in making our decision to 
disband we did justice to that ten years of 
effort, and to our off-stated belief in the 
future of theatre in this State. ' 
The 'ten years of effort' must not be doubted. The 
contribution that The College Players made to the growth of 
Theatre in Queensland was enormous. The group was formed in 
1959 under the name of College Opera, by Bryan Nason as a 
second year University Science student. He had always wanted 
to produce some Gilbert and Sullivan operas and gathered 
together a company of twenty-five members who were all students 
at one or other of the university residential colleges - hence 
the name College Opera. In 1959 Bryan Nason produced Patience, 
in 1960 lolanthe, and in 1961 H.M.S. Pinafore and Ruddigore. 
The company had grown to fifty in number and following success 
at Albert Hall and on the Gold Coast with lolanthe in 1960, the 
College Opera offered its two productions in April and May 
1961. Roger Covell, theatre critic for The Courier Mail, 
expressed amazement at the operas. 
7 D. Batchelor, "The College Players - In Retrospect", 
MAKAR, Vol. 5., No. 4, December 1969^ p. 5. 
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Bravo for Boldness 
Students from Queensland University 
Colleges and elsewhere were bold enough to 
present Gilbert and Sullivan's lolanthe in 
Albert Hall last night. 
With amazement and pleasure I report that 
they justified their boldness. 
To say they did full justice to this master^ 
piece, with its peers, fairies, and heavenly 
music, would be misleading. 
But nearly all that hard work could do had 
been done; Movements were well-rehearsed; 
the ensembles were excellent; most of the 
costumes were a credit to the company. What 
the company lacked in experience it almost 
made up in youthful attractiveness.^ 
Bryan Nason had attended boarding school at Southport and 
the pre-publicity in The South Coast Bulletin on the 20 April, 
1960 indicated he used his reputation there to achieve success 
in a touring venture. The College Opera had a mixed reception 
on the University campus. To most it was considered part of 
the revitalization of University Theatre. In 1958, Bryan 
Nason's first year at University, a small group of talented 
personalities, on their own initiative and without Student Uiiion 
aid, produced an excellent University Revue entitled Scoop. By 
1961, the University Newspaper Semper Floreat reported: 
Scoop infused a new spirit into University 
Theatre. Within a year of its birth, its 
success prompted other groups to produce 
good theatre. These were -
(a) Bryan Nason's College Opera, devoted to 
the production of Gilbert and Sullivan. 
(b) The Tree Theatre Group. 
(c) A reformed Dramatic Society, forced to 
meet the challenge Scoop and the other 
groups were offering.^ 
The same article offered comment about College Opera's 
then current production of H.M.S. Pinafore. 
8 Roger Covell, "Bravo for Boldness", The Courier Mail, 
21 April 1960. 
9 "Renaissance of Uni. Theatre", Semper Floreat, Friday, 
28 April 1961J p. 6. 
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.... the fact that there is one group 
energetic and enthusiastic enough and with 
enough initiative to undertake to produce 
G and S in this city is enough to make 
any production difficulties small in 
comparison with the magnitude of the 
undertaking 10 
Also in that month, April, the Telegraph reported that the 
group had grown to fifty and included University students who 
did not live in Colleges and even some non-student 'guest 
artists'. Many players had never been in opera before, nor 
even sung on stage, but joined the company simply because they 
enjoyed singing and thought being in an opera would be fun. 
However, for one person, 'An Observer', as the name appeared 
in Semper Floreat, the College Opera was an elite group not 
catering for interested University students. 
.... Long before the University resumes this 
year, it appears that the leading roles were 
already filled, for the first production. 
.... already the opera has resolved into a 
select group. It is no longer a concern for 
the whole student body, but a predetermined 
company. Is it worthy of the name "The 
College Opera"? Perhaps it should rather be 
"The Select Opera Group"? 
. . . . At least, competitive casting would 
ensure that all students had a chance 
The present state of affairs is quite 
unacceptable It is simply required that 
the "College Opera" come up to its name, and 
give all a chance to join in according to 
their real merit. H 
An obvious reference was made to Bryan Nason, leader and 
producer of the College Opera, as Lord High Executioner, and as 
Bryan Nason was also producing the University Dramatic Society's 
Orientation offering in 1961, this 'observer' appeared unlikely 
to achieve theatrical involvement on campus. The Dramatic 
10 ibid, 
11 "College Opera - The Elected or the Elite", Semper Floreat^ 
28 April 1961^ p. 4. 
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Society's play was The Importance of Being Earnest by Oscar 
Wilde and reviews gave indication that the production lacked 
both maturity and money. Bryan Nason as well as directing, 
played Worthing and one critic described his characterization 
as "insincere" and his performance as "over-poised". Donald 
Batchelor's name appeared for the first time in connection with 
this group and his performance was described as having "a depth 
of sincerity" and adding "considerably to the colour of the 
12 performance". 
In order to place the criticism of 'an observer' regarding 
the College Opera in perspective, the definition given by Donald 
Batchelor of The College Players as a 'pathetic organization 
expressing the neuroses of its members' is supported by an 
account of this 1961 criticism and what appeared to be an honest 
admission that the group was a "closed community", made up of 
"insufferably militant theatricals". 
It was no use his trying even to get into the 
chorus - your average student was strictly persona 
non grata. Anybody who was what might be 
described as The College Players type was 
immediately welcomed to the fold - and as 
like as not that person will remain a 
member for life. The sense of belonging is 
very powerful. 1^ 
Bryan Nason spent 1962 overseas and returned in 1963 to 
produce Yeoman of the Guard for the College Opera at Albert 
Hall and the University's newly acquired Avalon Theatre at 
St. Lucia in May. He actually made all the men's costumes, 
designed the sets, and played the leading role. His energy and 
enthusiasm led to the plan to take the 1964 production on a 
12 Ig, "An Earnest of Some Importance", Semper Floreat, 
February 1961. 
13 Donald Batchelor, "The College Players - In Retrospect", 
MAKAR, Vol. 5, No. 4, Dec 1969. 
709 
northern tour by rail. Bryan Nason left his high school 
teaching job and with financial support from his Surat parents 
and a University Dramatic Society loan ofsB'75 began production 
of the musical comedy Salad Days, The tour opened at Southport 
on 20 December, 1963, and from there. The College Players as 
the group was now called, played at Gladstone on the 9 January, 
Backay on 13 and 14 January, Ayr on 15 January, Townsville on 
16, 17 and 18 January, Ingham on 20 January, Innisfail on 21 
January and finally in Cairns on 22, 23 and 24 January, The 
Brisbane season followed from 31 January to 8 February, It was 
the beginning of many exciting tours, not always artistically 
or economically successful, but rewarding experiences for those 
involved as they moved towards professionalism. Country Life 
described the tour: 
Two rail coaches are home to 18 young people 
this month while they tour from Bundaberg 
north to Cairns with their production of the 
London smash hit musical comedy show. Salad 
Days 
The carriages are shunted into sidings and 
goods yards all along the coast during 
performances and hooked up to scheduled rail 
services as the four-week itinerary unwinds. 1^ 
The Mackay Daily Mercury gave the production an excellent 
review: 
Vitality in 'Salad Days' 
The Queensland University College Players at 
Mackay last night gave a first class 
presentation of the musical comedy Salad 
Days. 
All members of the cast are amateurs - but 
only in the sense that they are unpaid. As 
actors and stage players they represent an 
accomplished group which presented two and a 
half hours of thrilling and enjoyable 
entertainment. 
14 "Young Players Take Stage Show North-By Rail", Country 
Life, 9 January 1964. 
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The play Salad Days is not highbrow theatre 
and for that reason should appeal to a wide 
cross—section of the public. 
But unfortunately it was only a small crowd 
which attended last night's opening 
performance. A production of this standard 
deserves a far greater attendance. 1^ 
On the same page of that Mackay newspaper another article 
about The College Player.'^ appeared featuring a photograph of 
Bryan Nason and the heading, "His aim; Full time Theatre", In 
this paper and the Country Life, Bryan Nason outlined his 
intention to establish a permanent professional theatre company 
in Queensland out of the present company on tour. This group 
would play in Brisbane for a third of the season and tour the 
provincial areas for the remainder of the season. A financial 
backer was needed, but Bryan Nason believed that the people of 
Queensland had shown that they wanted this kind of theatre. The 
first presentation required a small cast and would be a snappy 
revue. Almost three months later, on 17 April, the first 
attempt at professionalism by The College Players opened at 
Surat, Bryan Nason's home town. The programme was a two and a 
half hour revue entitled "The Last of Lands" devised by Donald 
Batchelor and Bryan Nason. In a series or scenes or sketches 
depicting Australian life from convict to contemporary times, 
the five players built up an image of what being an Australian 
meant. The three month tour by car and panel van went as far 
north as Cairns, performing in thirty-six towns before 
returning to Brisbane in July. A Brisbane season was given in 
May at the Avalon Theatre and David Rowbotham, theatre critic 
It for The Courier-Mail gave^a good review. 
15 "Vitality in 'Salad Days'," Mackay Daily Mercury, 14 
January 1964. 
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There is as much fun as there is information 
in this show. The players act, sing, recitef 
they are humourists, they are instrumentalists. 
"The Last of the Lands" is, as a theatre 
adventure, remarkable.-^^ 
Publicity was good. The Western Star at Surat included a 
detailed article about The Players with emphasis upon the 
'local boy' Bryan Nason. A member of the Arts Council at Roma 
wrote to the Editor of The Courier Mail praising the revue and 
wishing The College Players good luck as they entertained 
country audiences. The Maryborough Chronicle carried a lengthy 
and favourable review but it was noted that only twenty-four 
Maryborough citizens attended the first night, of the three-
night Maryborough season. 
College Players are worth seeing. 
The re-enactment of the first Royal visit to 
Australia alone would make the College 
Players' presentation, "The Last of Lands" 
worth going to see. 
Yet this was only one highlight in a 
continuously interesting and frequently 
hilarious entertainment missed, last night, 
by all but two dozen Maryborough citizens. 
The most piquant thing about the play is 
that it is entirely authentic, so that 
straight quotations of historic words take 
on new dimensions of fun, satire or 
poignancy simply because of the way they are 
presented 1^ 
The next day, in the same newspaper, a Gympie resident 
wrote to the Editor sincerely urging the people of Maryborough 
to support the performance now being presented there. This 
Mrs. Patricia Brooks described the Gympie performance thus: 
.... Their performance in Gympie was of the 
highest standard, and delighted the audience 
from the youngest child to the oldest adult. 
16 David Rowbotham, The Courier Mail, 23 May 1964. 
17 "College Players are worth seeing", Maryborough Chronicle, 
6 May 1964. 
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It is a show to which parents should take 
their children, and children should take 
their parents,.,,.., 1^ 
What the letter did not include was the fact that audience 
at the Gympie performance had numbered only seven people. 
Donald Batchelor gave an account at this first attempt at 
professionalism - one of the many 'errors' the young and 
idealistic group made. 
.... Five fools in a second—hand panel van 
bought as a discard from the University, we 
set out from Surat on what was to be a year^ 
long tour right round Queensland. The show 
was called "The Last of Lands", a handsome 
little historical review of Australia and 
historical Australians. On the whole, Nason 
and I had done a creditable job devising and 
writing i t . The presentation was good 
enough, also, to win us critical approval 
wherever we went. As a commercial possibility, 
however, capable of supporting five actors on 
tour, it was an unbelievably stupid choice. 
We didn't even have the sense to play it 
first in territory where we had so recently 
triumphed with Salad Days, Oh, no it 
would be romantically fitting to start this 
new company in Bryan's home town, then work 
our way towards the coast. Morale didn't 
last the distance. I personally set out 300 
chairs in the Gympie R.S.L. Hall. The 
audience of 7 contained two close friends not 
even resident in the town. 1^ 
Bryan Nason, however, was not to be daunted, and within 
six weeks had mounted an amateur production of Oklahoma in 
Brisbane for Show Week, August 1964. This was followed by a 
successful northern rail tour in December 1964 and January 1965 
of H.M.S. Pinafore described by Bryan Nason as a "purely 
amateur" production, and described by the Mackay theatre critic 
as having "polish and finesse", The 1966 production was The 
18 Letter, Maryborough Chronicle, 7 May 1964. 
19 Donald Batchelor, "The College Players ^ In Retrospect", 
MAKAR, Vol. 5, No. 4, December 1969^ p. 4, 
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Pirates of Penzance and in 1967 the production was Irma La 
Dauce with the music of Graham Bruce at piano increased by the 
addition of drums and bass. All reviews were excellent from 
the opening in Toowoomba of "Little Theatre at its brilliant 
best" to the conclusion in Brisbane with "a delightful impact 
on the patrons". This production was seen by more than 4000 
people on tour, including an audience of 507 in Townsville, 
the largest The College Players had performed before on any 
one of its norther tours. Bryan Nason again travelled overseas, 
and on his return directed his company in The Beggar's Opera 
by John Gay. He had seen a production in London only a few 
months before his Queensland production. That year^December 
1967 to January 1968, the tour included western Queensland, 
the group playing at Blackall, Barcaldine and Longreach. 
Unfortunately, according to an Arts Council Report, they played 
to near empty houses in Blackall and Barcaldine, and over the 
two nights in Longreach only 120 people saw the show. 
Similarly, in Toowoomba, "theatregoers stayed away in droves" 
despite the critic's description of the production as "exciting, 
stimulating and original". Hilary Furlong had joined the 
College Players for this season and the Mackay Daily Mercury 
reported her as saying: 
. . . . The College Players was Queensland's 
only amateur touring company, although 
the Players would soon go on to a semi-
professional basis. But not for the 
summer tour. "That will always be amateur", 
she said ^^ 
The December 1968 touring season included a repeat of the 
pantomime "Cinderella" freely adapted by Donald Batchelor for 
20 Mackay Daily Mercury. Tuesday, 9 January 1968. 
214 
children, and The Hollow Crown for adult audiences. As soon as 
the group returned to Brisbane in 1969, rehearsals began for 
The Merchant of Venice to tour to Canberra, and also a season 
of one-act plays for Grades 8, 9 and 10. By then The College 
Players consisted of a small core of professionals and a 
supporting group of amateurs for Brisbane seasons. 
In addition to the Annual summer tours of musicals, Bryan 
Nason began in 1965 an annual production of a Shakespearian 
play: The Tempest 1965, Hamlet 1967, Twelfth Night 1968, Macbeth 
1968, The Merchant of Venice 1969. Joan Whalley, in her weekly 
column in The Sunday Mail reported in August 1965 that Bryan 
Nason yearned to produce a classic play and had selected 
Shakespeare's The Tempest for presentation at the Avalon Theatre 
in September of that year. He had definite ideas about 
audiences and Shakespearian plays. 
The idea behind the production is something 
like "Shakespeare" but NOT for schools," 
although as Bryan Nason says, people of 
school age are welcome if they really want 
to see the play... for pleasure, not study 
21 
The next Shakespearian production by Bryan Nason was Hamlet 
at Festival Hall in Brisbane and he still feels that this was 
his best and most exciting production. Bob Hart, theatre critic 
at that time for The Courier Mail, gave an excellent preview and 
review. In his preview he stated that every year some Brisbane 
Little Theatre group presented a Shakespearian play which was 
a frightful bore to the conscript audience of school children, 
to the actors, to the teachers and to the critic. He believed 
that if the State Government cared sufficiently about the 
21 The Courier Mail , 8 September 1965. 
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children's feelings, a professional company would be subsidised 
to present the play in the best way possible. However, Bob 
Hart wrote that Bryan Nason, "the hardest working and most 
ambitious amateur we have seen in local theatre for some time" 
would present a production showing "once and for all that there 
is the talent available for a local professional company and a 
good one." David Clendinning played the role of Hamlet, Wendy 
Sanders Ophelia, Don McTaggart Claudius and John Dommett 
Rosencrantz. The action was planned to take place on the stage 
and in the boxing ring and adjoining catwalk. The financial 
return would only just cover costs and Bob Hart stated that 
Bryan Nason's intention was "to show that it is neither 
Shakespeare nor school children who are to blame for what has 
22 happened in the past". The audience of over 2000 each night 
must have been exceptionally gratifying after so many small 
audiences on tours north and west. The review by Bob Hart was 
"high praise, but not extravagant.'' 
David was Prince among Players. 
It's not every day - or every year, for that 
matter - that an amateur theatrical is given 
the opportunity to perform before an 
audience of 2000 or more in a role such as 
Hamlet. Last night, such an opportunity was 
David Clendinning's - and I can think of no 
actor I have seen more deserving of i t . Nor 
can I think of a better devised and executed 
production to back such a performance than 
The College Players Hamlet which opened in 
the Festival Hall 
Bryan Nason's direction is based on this same 
quality of naturalness (as David Clendinning's 
acting). His use of the unorthodox, but 
unbelieveably convincing and communicative 
playing area is brilliant 
But a compliment far greater than any I could 
22 Bob Hart, "Shakespeare As You Like It", The Courier^Mail 
March 1967. 
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offer was given by the largely student '• 
audience. They remained silent, engrossed, 
and convinced through, perhaps, the 
longest and most serious piece of theatre 
most of them had ever seen....... 23 
Francis Evers in The Australian claimed the production as 
"vibrant and exciting theatre" and suggested that Bryan Nason 
could be "the young director (actor, entrepreneur and 
enthusiast) to spearhead moves" for the fully professional 
repertory company mooted to be set up in Brisbane. 
In April 1968, the following year, the company changed 
from amateur to semi-professional status as it toured the 
Shakespearian production Twelfth Night to the country cities 
and towns. However, the return to Festival Hall in June of 
that year with Macbeth was not a repeat of the Hamlet success. 
Peter Lavery playing his first major role as Macbeth, did not 
have the strength of David Clendinning to appeal to such a 
large audience. Katharine Brisbane reviewed the production in 
The Australian as "pretty disappointing" particularly in the 
unimaginative use of the wrestling ring acting area. The 
innovatoL'iJ idea of presenting the play without an interval 
was creditable but generally Bryan Nason failed to overcome the 
loss of his professional actors from the year before. 
The activities that followed this production and led up to 
the production of The Royal Hunt of the Sun must be seen as a 
growing force. 1969 was an exciting year full of expectation. 
What happened to Bryan Nason after that production for the 
Queensland Theatre Company included a list of further 
productions as guest director, teaching drama, farming, writing. 
23 Bob Hart, "David was Prince among Players", The Courier-
Mail, 14 March 1967. 
22J 
touring country towns - indeed almost as much activity as the 
ten years spent with The College Players. But those new 
enterprises had not the same purpose because of the very 
nature of Bryan Nason himself, best described in June 1977 by 
Colin Robertson in The Australian, 
...A likeable man, dreamy and altruistic, 
with a lot to offer and doomed, I fear, 
in this harsh pragmatic world to many 
disappointments. 24 
The string of productions between 1970 and 1978 could 
read like a list of remarkable achievements: "Bacchoi", the 
pop musical written to open the Schonell Theatre at the 
Queensland University; Marat /Sade for the Alice Springs Theatre 
Group Inc., The Recruiting Officer at Mittagong; "Shakespeare's 
Word" a School Production for 1974; a drama school in Mackay 
in November 1971; Loot for the Townsville Stagedoor Theatre in 
1970; As You Like It in Brisbane 1976 for the Grin and Tonic 
Theatrical Troupe; an original musical "Stella" for the Ipswich 
Young Theatricals in 1976; a pub show of Australian folklore 
in 1977 and other assorted programmes for schools presented from 
the back of a truck. 
But the truth is that Bryan Nason is happiest on his self-
supporting farm in North Queensland where he gardens and 
gathers itinerant actors who assemble Shakespeare and popular 
theatre for hawking around small country towns and an occasional 
visit to Brisbane. Between 1970 and 1978 Bryan Nason's 
productions do not appear as impressive efforts in the 
theatrical wilderness of country Queensland. He no longer has 
24 Colin Robertson, "All the World*s a Truck Tray", The 
Australian, Friday, 24 June 1977. 
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a regular company, a Little Theatre behind him, and a director 
cannot exist without his Theatre. The Grin and Tonic Theatrical 
Troupe has not replaced The College Players. A letter to 
schools from his farm at Innisfail in 1974 publicizing his two 
man show "Shakespeare's Word" had as its final sentence: 
Incidentally, we are now changing our 
name from The College Players to the Grin 
and Tonic Theatrical Troupe. ^^ 
26 
The College Players disbanded in 1969. To cling until 
1974 to the hope that the name would serve as an active 
introduction for the fleeting population of secondary school 
teachers and students, and then to flippantly describe the group 
that forged the way for the State professional company with 
"incidentally", hints at the greatest disappointment Bryan 
Nason must face - himself, the idealist lost in a world where 
practical men exist. He admits that in discussion regarding 
the former College Players or the present Grin and Tonic 
Theatrical Troupe, he uses the personal "I" because he has 
"always abrogated to myself the right to make the major 
decisions." The second admission that "I've hardly done 
anything in the world outside this Company. I don't know what 
27 
it IS like to be in the other companies" mark this Little 
Theatre as vastly different from any other in Queensland. 
There has never been any interchange with another group, and it 
has existed soley as a theatrical expression of Bryan Nason 
himself. He believes: 
25 Letter from Bryan Nason to Secondary Schools, 14 October 1974 
26 All activites of The College Players ended with the 
production of The Royal Hunt of the Sun, Only Peter Lavery 
and Donald Batchelor continued with the Queensland Theatre 
Company for one year. However, in 1975 a formal final 
meeting of The College Players was held in accordance with 
its Constitution and Trust responsibility. 
27 Bryan Nason, Personal Interview, 16 September 1976. 
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The usefulness of theatre to me seems to be 
in that it is one of the very few operations 
encouraging and developing human encounter.,. 
so I'm trying with our little company to 
keep it on a simply human one person to one 
person basis we're trying 
to avoid, not in a sense of isolation or 
pride, any necessity to work through the 
bureaucratic channels.... I don't feel that 
we're working in the same area as the 
established theatres... why I don't apply 
for a grant is that I think that a group 
such as ours, if it were doing its work well, 
should be supported by the State, if the 
State is wealthy.... the working artists 
have to find the terms to make their work 
important and relevant to the lives of the 
people in the State... that's where the 
whole of the actor/community has failed, in 
that our work is not seen by the people of 
the State as being anything to do with them 
at all. 28 
It is impossible in Queensland at the present time for 
a Little Theatre group to exist on this philosophy. At the 
same time the growth of Little Theatre in Queensland is 
indelibly marked by the tenacity and achievement that Bryan 
Nason and The College Players exhibited in the decade of the 
sixties. 
The final speech by Old Martin, follower of Pizarro in his 
quest in The Royal Hunt of the Sun befits the end of the 
adventure for The College Players. The quest for a 
professional repertory company is epitomized in this, as if one 
of the Players remarked to Bryan Nason: 
General, you did for me, and now I've done 
for you. And there's no joy in that. Or 
in anything now. But then there's no joy 
in the world could match for me what I had 
when I first went with you across the water 
to find the gold country. And no pain like 
losing i t . Save you all.^^ 
28 Bryan Nason, Personal Interview, 16 September 1976. 
29 Peter Shaffer, The Royal Hunt of the Sun, in Plays of the 
Sixties Vol. 1 selected by J.M. Charlton. (London: Pan 
1966. Reprinted 1974), p. 204, 
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CHAPTER 3. 
TWELFTH NIGHT THEATRE 
The Queen and the Rebels 
In October 1957 Twelfth Night Theatre presented an 
Australian premiere production of Ugo Betti's play The Queen 
and the Rebels. It was directed by Joan Whalley at a time when 
Little Theatres were making Brisbane one of the most theatre-
minded cities in Australia. Joan Whalley had just returned 
from a course in theatre production at the London Actor's Studio 
and was advocating a new style of acting with attention to 
realism and scorn for inhibitions. In a sense she was 'the 
queen of the rebels', just as her predecessor, Rhoda Felgate 
had been queen of the rebels in forming the company in 1936. 
Both women scorned inhibitions and fought to produce modern, 
new plays by the world's leading contemporary playwrights. 
Both travelled overseas searching for plays, obtaining rights 
for performances for Brisbane audiences. Both were directors 
of calibre intent on creating dynamic presentations for theatre-
minded followers. Each gathered around her a small group of 
like-minded 'rebels' whose names appeared frequently on the 
theatre programmes. The Twelfth Night Theatre until recently, 
always had a 'queen' and its reputation was always slightly 
'rebellious'. 
Rhoda Felgate was a foundation member of the Brisbane 
Repertory Society in 1925, but by 1936 felt she needed more 
experience in production. At that time, Rhoda Felgate was a 
Speech teacher with her own studio and believed she could do 
more for her pupils in their speech work and dramatic training 
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if another society were formed. Barbara Sisley played a dominant 
role as Director of the Repertory Theatre, and both Rhoda 
Felgate and Jean Trundle (Brisbane Arts Theatre) left Repertory 
in 1936 to form their own theatres. There was room in amateur 
theatrical work for growth and development, and these three 
women possessed strong leadership qualities. The pressure of 
their talent in the field of theatre had to burst forth in some 
direction. The Courier-Mail in February 1936 reported Rhoda 
Felgate's plans for the formation of Twelfth Night Theatre, 
NEW THEATRE MOVEMENT 
Why do so many people like to take part in • 
amateur dramatic shows? Why do many 
others like to attend such performances? 
Because it is a relief to shed one's 
individuality for an hour or two and 
become a different being. Because so 
many brilliant people are writing plays 
that the drama is a favourite recreation 
for the modern mind. So says Miss Rhoda 
Felgate whose successes in the Repertory 
Theatre in Brisbane and in her own 
productions are widely recognized. 
Because of the tremendous popularity of 
dramatic productions. Miss Felgate is now 
organizing a new group of amateurs, which 
under the title of the "Twelfth Night" 
players intends presenting a performance 
on the 12th of every month, beginning with 
12th March. Should this happen to be on a 
Sunday, some form of appropriate religious 
or miracle play will be given, and while 
two of the productions will be staged in 
one of the bigger theatres, the others 
will mostly be given in the Repertory 
Society rooms or in other suitable small 
halls. "This movement" said Miss Felgate 
yesterday, "is not in any sense to be a 
rival of the Repertory Society, which has 
done and is doing such excellent work. 
It is really a group of advanced players, 
who realize that regularity of performance 
is a necessity if public interest is to be 
maintained". 
"New Theatre Movement", The Courier-Mail, Feb. 1936. 
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Another reason given for the formation of the theatre was 
"that more scope was needed for players and audiences"^ yet 
the first production, Touchwood by C.L. Anthony, included in 
the cast list Babette Stephens, Tom McMinn, Ludovick Gordon and 
Elsie Brooks, all of whom were regular actors with the Brisbane 
Repertory Theatre Society. The audience, according to reviews 
had to overcome "a hot and crowded room and street noises, the 
clanging inseparable at a tram stop, hosts of motor horns, and 
the hundred and one other noises that go to make up a city 
3 
cross-road corner". This could not be considered providing 
'more scope for players and audience', but nothing should be 
judged on a first production, which was apparently an artistic 
success. 
"Touchwood" 
TWELFTH NIGHT THEATRE INAUGURATED 
AN EXCELLENT FIRST PRODUCTION 
. . . If the permanence and stability of an 
Art Theatre group is to be gauged by the 
quality of its first production we may 
safely predict a long and useful life for 
the Twelfth Night Theatre, which opened 
its activities last night in the rooms of 
the Institute of Engineers in Empire 
Chambers (on the corner of Wharf and 
Queen Streets) with C.L. Anthony's 
Touchwood. It is true that the play was 
heard under difficulties, but art theatre 
movements of this nature seem to thrive 
under such handicaps. When some more 
convenient and settled place of abode is 
found, as it surely will be found, great 
things may be expected on the 12th 
evening of each month... ^ 
In addition to this record of achievement, the remainder 
of the 1936 season including Laburnam Grove by J.B. Priestley 
and The Admirable Crichton by J.M. Barrie were of sufficient 
2 Tenth Anniversary Souvenir Programme of Twelfth Night 
Theatre, March 1946. 
3 "Rubato', The Steering Wheel and Society and Home , April 
1936, p. 80. 
4 "Twelfth Night Theatre Inaugurated", Telegraph, 13 March 
1936. 
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standard for A.H. Thomas, theatre critic for the Telegraph, to 
describe the year as "Amazing growth of Repertory Movement". 
He believed the Twelfth Night Theatre's plays had a solidity 
and strength not possessed to the same extent in other theatres. 
The year held unprecedented activity with Little Theatres. It 
was Thomas' belief that these groups had filled the gap created 
by the lack of activity on the professional stage. So, from a 
social gathering at the flat of Tom and Babette Stephens, where 
Tom had suggested the name Twelfth Night Theatre for the 
proposed group, to the conclusion of artistic satisfaction in 
the first year, this Little Theatre had paved the way for Rhoda 
Felgate and her actors. 
Whilst realizing that successful first year 
means even harder work in the second year, 
I feel that we have every reason to be 
happy at the results of our 1936 season. 
We have put on nine 3 act plays and four 
one-act plays, including amongst the list 
of authors such illustrious names as 
Maeterlinck, Barrie, Clemence Dane, 
Priestley and Milne... ^ 
This was Rhoda Felgate's review of the first year's work 
and the Teleradio article presenting the feature included the 
following three main objectives of Twelfth Night Theatre's 1936 
formation: 
1. To produce plays worthwhile from the 
point of view of both actor and 
audience. 
2. To produce one such play on the twelfth 
night of each month. 
3. To work with a limited group of actor 
members, so that by increased 
opportunities of study and of public 
appearance the standard of acting 
might steadily improve. 




Rhoda Felgate, as Director of the Theatre, and as director 
of all the plays produced felt that the third objective had 
been achieved as demonstrated through the year's performances. 
It was noted too, that women were more successful than men on 
the stage of Little Theatre. The reason given was that this 
form of study and recreation interested more women than men, 
and that, when a man showed exceptional talent he generally 
found the opportunity to join a professional theatre company. 
There certainly were women in the leading positions of the 
three notable Little Theatres in Brisbane - Barbara Sisley at 
the Repertory Society, Jean Trundle at the Brisbane Amateur 
Theatres (as the Brisbane Arts Theatre was then known) and Rhoda 
Felgate at the Twelfth Night Theatre. All three were capable 
of professional enterprise and their constant production of 
plays was the means of developing artistic strength. In a 
sense each played the role of Queen with her followers, 
dictating the choice of play and nominating director and cast. 
An example of a talented young man to leave Little Theatre 
ranks for the professional stage was Stanley Hildebrandt, who 
had appeared in Touchwood but was best known for his 
performance as Feste in the March 1937 production by Twelfth 
Night Theatre of Shakespeare's Twelfth Night. The cover design 
for all programmes for over twenty years was from a photograph 
by Dorothy Coleman of Stanley Hildebrandt in the role. It 
became the emblem for the Theatre and appeared on all letter 
paper and newspaper advertisements, and on banners at the 
entrance to the later theatres occupied by Twelfth Night. 
Stanley Hildebrandt played many roles with distinction until 
his departure for London at the end of 1937 where he joined the 
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Old Vic Company until the war. Later he returned to Brisbane 
and directed some productions at Twelfth Night. Each time this 
Theatre has presented Twelfth Night in its forty-two year 
history some publicity relating the two names has been used, and 
the 1937 production was no exception. It is of note in Twelfth 
Night's achievement that Lorna Forbes, the Shakespearian actress 
who had toured professionally with Alan Wilkie's Shakespearian 
Company played the role of Olivia in this production out of 
friendship to Rhoda Felgate, The Princess Theatre at South 
Brisbane provided a more affable venue for the performance which 
was described by critics as "a pronounced success with several 
7 
outstanding individual highlights" and "... congratulations 
as to the quality of some of the work put into i t . . . To Miss 
Rhoda Felgate's credit it must be said that the company, as a 
a 
whole, played the work for what it is, a comedy." 
In 1939 and 1947 Rhoda Felgate made overseas trips, the i 
first for a period of six months, and the second as chaperone for 
Rhondda Kelly when she made her world tour as Miss Australia. 
On these tours, Rhoda Felgate studied the newer trends in the 
stage overseas, witnessed performances of leading plays and 
secured rights for many of these with the idea of local 
productions. Such plays were In Good King Charles' Golden Days 
by G.B. Shaw, George Washington Slept Here by Moss Hart and 
George Kaufman (1947) , Dear Ruth by Norman Krasna (1948) , 
Gaslight by Patrick Hamilton (1948), I Remember Mama by John 
Van Druten (1947) and Quiet Week-End. Other notable plays 
7 Nigel Bonsey, "Pictures and Plays", Catholic Advocate, 
18 March 1937, p. 28. 
8 Telegraph, Saturday 13 March 1937. 
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performed between 1936 and 1948 included Hay Fever by Noel 
Coward (1937), Love on the Dole by Gow and Greenwood (1938), 
The Corn is Green by Emlyn Williams (1940), Quiet Wedding by 
Esther McCracken (1940), The Two Mrs. CarrolIs by Martin Vale 
(1941), Life With Father and The Light of Heart by Emlyn 
Williams (1944) . Of these plays, only a small percentage had 
been performed professionally and Brisbane audiences had not 
seen them before Rhoda Felgate arranged production. In 1948 
the Little Theatres were providing audiences with opportunities 
to see plays which no other source, film or visiting professional 
company, could provide, and Rhoda Felgate appeared to assume 
a personal responsibility to fulfil this function for the 
theatre-minded people in Brisbane. 
Early in 1948 Twelfth Night acquired the lease of a large 
two-story building on Wickham Terrace, thus solving their 
accommodation problem. A spacious rehearsal room with a stage 
at one end was used to shape and polish productions, which 
since the 1943 production of Tobias and the Angel by Christopher 
Fry were being presented in Albert Hall. Once a month a social 
evening in the form of informal talks, play-readings or 
demonstrations of some phase of theatre work was held. Until 
1947 the membership of Twelfth Night Theatre was open to 
performers only with the number never exceeding sixty so that 
all were able to gain sufficient experience for fulfilment of 
Rhoda Felgate's third objective of 'steady improvement in 
artistic standards'. In 1947 subscription membership was 
opened, and by 1948, 400 people paid the two guinea fee, thus 
ensuring the theatre of a supportive audience. Plays 
performed were selected by a Committee showing preference for 
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the latest and most successful overseas productions. Within 
this stately old converted home at 51 Wickham Terrace, a few 
speech teachers had their Studios, the most important being 
that of Rhoda Felgate herself. In fact, the forming of the 
Theatre had given her the avenue of activity she needed for so 
many of her pupils. Others with studios were Ruby Edwards, 
Therese D'arcy and Marcia McCallum. Rhoda Felgate was a Fellow 
of the Trinity College of London for her speech work and for 
six months of the year acted as senior speech examiner for the 
Australian Music Examination Board in Queensland. She planned 
her productions for the Theatre around her examination visits 
to country centres and her teaching duties in her studio. 
Queensland in 1948 was the most speech conscious State in the 
Commonwealth according to the numbers of students presenting 
themselves for Speech Examinations. This emphasis upon 
training in Speech and Drama was significant to the growth of 
Twelfth Night Theatre. 
The three major Little Theatres in Brisbane all developed 
from the students in the Speech Studios of their founding 
directors - Barbara Sisley, Jean Trundle and Rhoda Felgate. In 
later years Joan Whalley, as a young teacher at Blackheath 
College in Charters Towers, was examined in Speech by Rhoda 
Felgate, who was so impressed with Joan Whalley that she invited 
her to come to the Twelfth Night Theatre as both student of 
drama and teacher of speech. This Theatre had always had a 
group of speech teachers involved with production and using the 
facilities in whatever premises the Theatre occupied. The 
Speech and Drama School of the Twelfth Night Theatre in the 
mid 1970's was the most stable area of the Theatre, and at some 
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times the only viable economic artistic activity. This Theatre 
owed its beginnings to Speech teaching and the continuance of 
Rhoda Felgate's influence through Joan Whalley is marked in the 
later development of theatre. 
In 1948 and 1949 press articles described Rhoda Felgate as 
"a poised, easy-^to-talk to woman, with greying hair and 
sparkling eyes" and as possessing "a quiet, determined 
personality". It was "only through her great strength of 
purpose that she has been able to fulfil her greatest ambition -
9 
to successfully run a theatrical society". Between 1936 and 
the end of 1949 Rhoda Felgate directed most of the productions 
by Twelfth Night Theatre. In the years 1936, 1937 and 1938 
Rhoda Felgate was the only director. She was overseas in 1939 
and Ludovick Gordon, Mary Bulcock, Roy Black and Elsie Brooks 
shared the year's season of plays. The Telegraph reported in 
March 1938 that "Miss Rhoda Felgate has enlisted the aid of 
Miss Elsie V. Brooks as assistant producer, her knowledge of 
the dialect making her an invaluable assistant to Miss Felgate". 
It was obviously too onerous for one producer/director to 
prepare every production especially as Rhoda Felgate had the 
additional responsibilities of.theatre Director. It is 
possible, too, that Rhoda Felgate was endeavouring to avoid the 
problem that had arisen at the Repertory Society, because 
Barbara Sisley directed all plays, she and Jean Trundle had 
felt compelled to establish their own theatres in order to give 
young directors with ability the opportunity to test and 
9 Patrick Tennison, "Twelfth Night Theatre", newspaper 
article, Dec. 1948. 
10 A.H. Thomas, "This Producer Problem", Telegraph, 
March 1938. 
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develop that talent. Marjorie Mant and Babette Stephens were 
included with Ludovick Gordon as directors of three-act plays 
between 1940 and 1949. Rhoda Felgate herself directed the 
remaining twenty three plays in those years. 
She was both actress and director, often working in both 
capacities for one production, such as in I Remember Mama by 
John Van Druten in 1947. The following selections from reviews 
give credence to the strength of purpose and artistic ability 
that Rhoda Felgate possessed and with which her Little Theatre 
was imbued. 
The Corn is Green by Emlyn Williams directed by 
Babette Stephens in 1940: 
. . . Rhoda Felgate's study of the school 
teacher with her fanatical zeal for uplift 
of the mine-pit boys in a little Welsh 
village, was a persuasive and touching 
piece of work. Not only was it simple and 
sincere, with a radiance-from-within like 
quality, but it lent point and conviction 
to the whole play.... H 
A Splendid Performance 
. . . But the characterization which will 
live longest in the memory is that of 
Rhoda Felgate's Miss Moffat, the school-
mistress. Judging by her so polished 
performance, Miss Felgate had made a most 
careful study of the character she was 
portraying. She presented a woman 
possessing an outstanding personality, 
incorporating a fine strength of character 
and an unfailing sense of humour...12 
Saint Joan by G.B. Shaw directed by Rhoda Felgate 
in 1949. 
. . . Twelfth Night Theatre has wisely never 
lacked ambition and last night Rhoda Felgate 
produced Shaw's Saint Joan . . . The 
performance was very enjoyable... The piece 
received the warm welcome it deserved...1^ 
11 Te Pana, The Courier-Mail, 13 May 1940. 
12 "A Splendid Performance", Telegraph, May 1940. 
13 D.L. Waraker. Telegraph, 15 Sept. 1948. 
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The Tempest by William Shakespeare directed by 
Rhoda Felgate in 1949. 
... The comedy was well^handled under Rhoda 
Felgate's production with excellent mimes 
and dances arranged by Marjorie Mant, and 
music specially composed by Hugh Brandon.. 
Amateurs Show Imagination 
Twelfth Night Theatre faced a tricky and 
difficult task with The Tempest at the 
Albert Hall, but Rhoda Felgate's production 
is pleasurable and interesting...1^ 
In This Last Tempest. 
Twelfth Night Theatre's recent season of the 
last of Shakespeare's plays. The Tempest 
gave Brisbane audiences an opportunity of 
seeing a well acted, sensitively produced, 
carefully dressed performance - a smooth, 
balanced production in all its aspects... 
a fresh excitement pulsed through the 
players and their parts and this 
communicated itself to the audience. It 
must surely be one of the best amateur 
productions of a Shakespearian play which 
Brisbane has seen for many years. 
Enchanted Island. 
In Brisbane recently something of more than 
ordinary importance happened. Hundreds of 
young people, studying The Tempest for the 
Senior English examination this year, were 
truly transported for a few hours, to the 
'enchanted isle' of Shakespeare's 
imagination... chief magicians were Miss 
Rhoda Felgate who produced the play and 
Mr. Hugh Brandon who wrote the enchanting 
17 music. . . .-^' 
Each year the President and Director sent a letter to 
selected patrons of the Twelfth Night Theatre inviting 
subscription membership and the opportunity of acting 
membership. A calendar of proposed productions and dates was 
included with the invitation. The 1951 letter is outlined here. 
14 W.L., 11 May, 1949, 
15 "Amateurs Show Imagination", D.L. Waraker, Telegraph, 
11 May 1949. 
16 M.C., "In This Last Tempest" Semper Floreat, 9 June 1949. 
17 Alison McDougall, "Enchanted Island", Topic, 26 May 1949. 
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51 Wickham Terrace, 
Brisbane 
Dear 
We wish to bring to your notice the activities 
of the Twelfth Night Theatre, and to invite 
you to become a subscribing member. We can 
say with sincerity that this Theatre is making 
an important contribution to the Little 
Theatre activities in Australia, and is worthy 
of the support of Brisbane citizens. 
The subscription is J& 2/2/- per annum, which 
includes three reserved seats for each of 
five (5) major productions presented at 
Albert Hall; preferential booking by letter or 
telephone at the Theatre office; participation 
in Theatre activities, as indicated below; 
use of Club Room at specified hours. 
Other activites of the Theatre include 
Members' meetings on the 4th Tues. of the 
month, when the programme includes lectures, 
discussions, play readings and social 
functions. Classes of special interest to 
acting members will be available, and will 
include tuition in Speech, Production, Make-up, 
Mime and Fencing. 
The Committee will give special consideration 
to applications for acting membership, and if 
necessary will conduct auditions for 
admission to the list of members available 
for acting. 
We enclose an application form for membership 
which we hope you will complete and return to 
us in due course. Please address all 
communications to The Secretary at the above 
address. 
We are sending you with this letter our 1951 
calendar with our best wishes. 
Yours sincerely, 
W.M. Kyle, President 
Rhoda M. Felgate, 
Director 
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The 1951 .reason included The Merry Wives of Windsor 
(Shakespeare) directed by Rhoda Felgate; Dream Girl (Elmer Rice) 
directed by Dulcie Scott; Antigone (Jean Annouilh) directed by 
Rhoda Felgate; various one-act plays or scenes from three-act 
plays directed by Patricia O'Brien, Marcia McCallum, Jack 
Hollingworth, Rhona Gilson, Joan Whalley, Marjorie Mant, 
Margaret Gibb, Isabel Atkinson and Tom Parker who were speech 
and drama teachers and students; The Eagle Has Two Heads (Jean 
Cocteau) directed by Rhoda Felgate; The Happiest Days of Your 
Life (John Dighton) directed by Eunice Hanger; and A Midsummer 
Night's Dream (Shakespeare) directed by Rhoda Felgate. 
This was the first year Joan Whalley's name appeared on a 
programme for a production at Twelfth Night Theatre. Some 
years before 1951, Rhoda Felgate had seen Joan Whalley 
performing in school plays at Blackheath College in Charters 
Towers. On completing the Senior Examination Joan Whalley had 
returned as a young teacher to her school and began the study 
of Speech and Drama. During the course of examinations, she 
was (as mentioned earlier) noticed by the touring examiner 
Rhoda Felgate, and in 1950 was invited to join Twelfth Night 
Theatre and teach from the studio there, beginning in 1951. 
This was a considerable honour. All membership of the Theatre 
was by invitation, and Joan Whalley was the only person from 
the country ever invited to join the staff at Twelfth Night 
Theatre. Joan Whalley recalled this in an interview with the 
author in February 1978. 
. . . And so I came to Twelfth Night and 
joined it as a teacher in 1951 and had a 
studio. I took over some of Jean Hunter's 
(who played Saint Joan) work because she 
was going to England and pretty well 
starved for a while actually because there 
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wasn't enough to do. But the main thing I 
did was to go "the fencing class, a mime 
class with Margorie Johnstone, production 
class with Miss Felgate. I was attending 
classes and teaching private pupils.,.. 
Every night when I finished teaching I 
would go to an acting class, a mime class 
or a fencing class or a production class, 
and then I'd go to rehearsals, so I didn't 
eat very well.... and the next year I was 
really very i l l . . . . I was involved in every 
production when I first came down to 
Twelfth Night, mainly as an A.S.M. 
(Assistant Stage Manager), in props or 
prompt or whatever... I played Mistress 
Quickly in The Merry Wives of Windsor 
The first play I directed... In those days 
we used to have one-act play competition^ 
within the theatre which I believe are a 
very good thing for the development of 
directors... the first year, I won... In 
those years everybody really worked very 
hard in theatres.... that kind of loyalty 
and determination to get somewhere from 
the people involved in the Little Theatres 
then...^^ 
Loyalty, determination, acting classes, hard work, 
invitation membership: a select group of people making an 
important contribution to the Little Theatre activities in 
Australia as the Twelfth Night Theatre. This was the general-
description of the group throughout the 1950's. Roger Covell, 
in 1954, declared that "Twelfth Night Theatre established its 
right to be considered the most enterprising of the three 
larger groups with as fine a selection of plays as one could 
desire. Not always did execution equal intention, but The 
Cocktail Party, Juno and the Paycock. The River Line and The 
19 Lady's Not For Burning all had memorable qualities." A 
great deal of this success must be attributed to the provision 
18 Personal Interview, Joan Whalley, 18 Feb. 1978-. 
19 Roger Covell, The Sunday Mail, 26 Dec. 1954. 
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of New South Wales in late 1958, four Queenslanders, three of 
whom were Twelfth Night Theatre students and actors, were among 
the first thirty applicants chosen from all over Australia. 
These were Ron Finney, June Murphy (who later married Ron 
Finney), Elaine Cusick and Jack Potter. The adjudicator, 
Clement McCallum, was reported as saying: "These Queenslanders 
20 
are a very good type, serious and very well trained." 
Following these young people went Joan Whalley, invited by 
Robert Quentin, to be a tutor in Speech at N.I.D.A. for a period 
of two years. 
The intensive activity in the decade between 1948 and 1958 
when Joan Whalley joined and began her work at Twelfth Night 
Theatre included two significant contributions to the Little 
Theatre scene: firstly, a campaign for a National Theatre which 
would unite the major Little Theatres in Brisbane (Repertory 
Society, Brisbane Amateur Theatres, Twelfth Night Theatre, 
Villanova and the Workers' Education Association); and secondly, 
the support for local drama, particularly that of Eunice Hanger 
who was a director of plays and committee member of the theatre. 
First mention of the one National Theatre amalgamation 
proposal came in 1948. Rhoda Felgate reacted strongly. Both 
she and her society enjoyed their independent policy and their 
feeling of artistic success in the community. Rhoda Felgate 
made the following statement in December 1948; 
... J really do not think such a proposal 
could work successfully. It would be too 
big and unwieldy. I think we can do more 
for our players and give the public better 
20 Telegraph, 6 Nov • 1958. 
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of classes in all aspects of theatre and the selection, schooling 
and discipline of actors. In May 1953 Twelfth Night Theatre 
conducted Queensland's first drama school providing practical 
help for Little Theatre enthusiasts. The lecturers were 
Stanley Hildebrandt, who had returned to Australia for a few 
months to work at Twelfth Night Theatre, lecturing in 'acting 
and play production'; Charles Bush, a foremost Australian 
artist, working on 'decor in theatre'; Donagh Macdonagh, trained 
at the Abbey Theatre in Dublin and co-founder of the Villanova 
Players, conducting sessions on 'make-up'^ Marjorie Johnstone 
and Jean Hunter demonstrating what they had learnt about 'mime' 
overseas; and Hugh Brandon, lecturer in music at the Queensland 
University, lecturing on 'music in the theatre'. Rhoda Felgate 
had organized the course and acted as director for i t . This 
was the first of many successful drama schools, as well as 
the continuous training for young actors. A Junior Twelfth 
Night Theatre was established with classes every Wednesday, 
Thursday and Friday afternoon and for those at work, in the 
early evenings from 5.30p.m. to 7p.m. The subjects studied 
were Speech, Mime and Stage Technique, with special classes in 
Stage and Costume Design and in Fencing. Productions using 
these students were held in the Twelfth Night Theatre, Wickham 
Terrace premises at the end of each term. In addition, week-
long intensive courses for actors and directors were held in 
the school vacation. Programmes, publicity and critical 
reviews indicate that the School of Speech and Drama was held 
in high regard by those within the Twelfth Night Theatre as well 
as patrons and public. When the National Institute of 
Dramatic Art (N.I.D.A.) was formed within the University 
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entertainment by proceeding as we are now. 
Most of our best players are business 
people who act merely for a bobby and are 
not interested in becoming professionals. 
What would happen to them if a National 
Theatre were formed from the existing 
groups? And the government subsidy would 
make such an organization dependent on 
official policy and advice. I think it 
IS better to remain as we are.^-^ 
As an alternative, Rhoda Felgate proposed a non-competitive 
Drama Festival for Little Theatres all over the State being 
held in a central city such as Rockhampton. She believed that 
the job of her theatre, and of all Little Theatres, was to 
interest the public in live theatre by presenting high standard 
entertainment especially of Shakespearian plays for school 
students. A way of achieving this cultural advancement was to 
bring an eminent director from England to advise actors and 
take an active part in directing plays for local theatres. By 
May 1949 Tyrone Guthrie had visited Brisbane and was 
entertained by Brisbane Repertory Society, Twelfth Night Theatre 
and Brisbane Amateur Theates in Twelfth Night Club Rooms, 
Wickham Terrace. No productions were forthcoming but the three 
groups did amalgamate for a night of discussion with the 
visiting director. In August 1949 the Prime Minister, Mr. 
Chifley, at the Premiers' Conference, put forward a proposal 
for a National Theatre. This was the result of a report to the 
Federal Government by Tyrone Guthrie. Tom Stephens, President 
of the Repertory Society, re-iterated the Twelfth Night Theatre 
suggestion of production assistance in the form of visiting 
directors to advance the standard of theatre in all states. 
21 Rhoda Felgate, The Courier-Mail, Dec. 1948. 
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Queensland did not receive the benefit of this discussion 
until the late I960's when the State Government established the 
Queensland Theatre Company and also the programme of subsidy 
for professional directors for specific plays in Little Theatre. 
The National Theatre movement led to the establishment of the 
national Elizabethan Trust Theatre and Company, but touring 
Companies did little to raise standards of Little Theatres. 
The plan for amalgamation included a plea for a new play-
house in Brisbane: 
More than anything now, the amateur actors 
want a big modern playhouse - a building 
or a converted theatre to beat the 
congestion that makes it necessary to book 
the inadequate Albert Hall up to a year 
ahead for each play. They want seating 
space for bigger and bigger audiences. 
More than anything, they want a stage that, 
unlike that in Albert Hall, is wide and 
deep enough to allow plays to be put on 
without jamming the actors into an 
impossibly small space. Since the war, 
their record is one of constant achievement. 
And to quote Rhoda Felgate, the premier 
lady of Brisbane's amateur theatres - "This 
year is the most exciting ever". 22 
Three days later in the same newspaper, The Courier-Mail, 
Roger Covell reported "Rival Actors in Together" at Albert Hall 
for a charity performance of one-act plays for Red Cross. 
Brisbane Arts Theatre (formerly Brisbane Amateur Theatres), 
the Brisbane Repertory Theatre Society, Villanova Players and 
Twelfth Night Theatre, "not always the friendliest of rivals", 
presented respectively Weather Wise by Noel Coward, Objects All 
Sublime by Fred Ferris, Tooth or Shave by Josephina Niggli and 
The Theatre by H.F. Rubinstein. It was indeed rare for all 
theatres to work together. The 1960's produced more co-operation 
22 The Courier-Mail, 8 May 1953. 
238 
and sharing of actors, costumes, furniture and properties among 
these Little Theatres. On reflection, it was best that the 
groups did not amalgamate or pool resources to build one theatre 
for all. But it is quite probable that no action was taken in 
the 1950's because of the rivalry and consequent desire for 
self identity and independence of the three directors of those 
theatres at that time: Rhoda Felgate director of Twelfth Night 
Theatre, Babette Stephens of the Brisbane Repertory Society and 
Jean Trundle of the Brisbane Arts Theatre. Rhoda Felgate 
relinquished her leadership in 1961, Barbara Sisley had died 
in 1946, and Jean Trundle died in 1965. Joan Whalley, appointed 
director of Twelfth Night Theatre in 1962, adopted a two-fold 
policy of co-operation with all groups combined with 
independence. 
The second contribution made by Twelfth Night Theatre 
during the late forties and fifties was the support of local 
drama and in particular, of Eunice Hanger, a teacher of English 
at secondary school and later at the Queensland University. 
The first recorded writing of Eunice Hanger for Twelfth Night 
Theatre was a modern prologue to Rhoda Felgate's production of 
Little Women in December 1948. It was entitled "Are Girls of 
Today so very different from girls sixty years ago?" At the 
Annual General Meeting in early 1949 Eunice Hanger was elected 
secretary of the Theatre and her adaption of M. Bernard 
Eldershaw's novel A House Is Built was announced in the list 
of productions for the year: This Happy Breed by Noel Coward, 
The Skin of our Teeth by Terence Rattigan. Appendix IX to 
this Thesis of all plays produced by the Twelfth Night Theatre, 
shows that some alterations were made to the proposed programme 
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during the year, but Eunice Hanger's play was presented in 
November 1949. A pre-production interview described Eunice 
Hanger as calm, thirty-eight years old and getting "stuck 
pretty often over what her characters could say when she wrote 
the script". She went on: 
"Often it was quite impossible to think of 
what anyone would say, so I doggedly wrote 
something till it began to flow. Later 
I'd scrap the first bit in revision.... 
my main interest is in writing for the 
stage - and essays - but of course one 
cannot make a living as a writer in 
Australia". 23 
Rhoda Felgate directed this play, but it was Eunice Hanger's 
second play Upstage which achieved some success. Eunice Hanger 
directed it herself in April 1950 within a bracket of one-act 
plays, and later Samuel French published the play for 
performance by Little Theatres in England as well as Australia. 
Twelfth Night Theatre gave the play a second production in 
September 1956. Two other one-act plays by Eunice Hanger were 
produced in March 1952 ("The Doll") and March 1954 ("Well, 
Well"). These were followed by an Albert Hall presentation of 
the three-act play Flood in October 1955 which, unfortunately, 
did not receive good reviews. 
Queensland author wrote Flood 'Drama'. 
In one sense. Twelfth Night Theatre's 
presentation of "Flood" in the Albert Hall 
last night was more noteworthy than the 
visit of the most brilliant overseas 
company. Here was an ambitious play by a 
Queensland author, given the dignity of a 
full-scale production - or as near to full 
scale as is possible at present. 
Eunice Hanger's basically simple story of 
flood in a Southern Queensland country 
town is told in a mixture of realistic 
23 The Sunday Mail, 6 Nov- 1949. 
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dialogue, semi-poetry, and chanting 
choruses. The choruses were, I feel, a 
mistake. They are difficult enough to 
handle in Greek drama, where they belong. 
In Modern plays they are usually 
disastrous. 
Crashing Bore 
Wherever last night's play promised action 
or excitement these droning "Verse-
speaking" voices would start-up, sapping 
the life out of the piece, numbing all 
interest. The central figure of the piece 
was a girl introduced, in a redundant 
curtain - raising scene, as an opener of 
intellectual windows, a presumably admirable 
airer of stuffy rooms. But what did all her 
remorseless self analysis, her reckless 
assault on "what is the meaning of life" and 
so on, amount to? To the fact that she was 
a crashing bore. This was a great pity. 
Eunice Hanger is an author with something to 
say, and whenever she let herself say it 
reasonably naturally the effect was salty 
and vital. I hope that she has many more 
plays to come... 
Local play is apt, sincere. 
Twelfth Night Theatre under Rhoda Felgate last 
night produced "Flood" by Brisbane writer 
Eunice Hanger. The author has obviously 
thought deeply about the changing social 
pattern of life today, and much of the 
dialogue shows keen observation very well 
expressed. 
These comments occur quite naturally and 
signify aptly the varying characters; and the 
terror and destruction of a surging flood in 
a little Queensland township form a back-
ground for an interesting pattern of human 
behaviour. 
Was the author wise to introduce in a play 
of considerable realism such devices as the 
voicing of unexpressed thought, as in the 
beginning, and a frequent use of a chorus? 
These things seem pretentious, almost "arty" 
in this simple Australian setting. 
The audience gave the author and the 
competent cast the warm welcome they 
deserved, and Miss Hanger^s.curtain speech 
was a model of sincerity, dignity and 
gratitude... 25 
24 Roger Covell, "Queensland author wrote Flood 'Drama'," 
The Courier-Mail, 20 Oct- 1955. 
25 D.L. Waraker "Local play is apt, sincere", Telegraph, 20 
October 1955. In that year "Flood" won a special award in 
the Playwright's Advisory Board competition; in 1956 was 
broadcast by A.B.C., and 1978 was published by Uni. of Qld. 
Press in a Volume entitled 2D and Other Plays, edited by 
Alrene Sykes. 
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The 1961 review for "Foundations" also offered support but 
criticism. For the production of this play, written by Eunice 
Hanger in 1957, she appeared in the leading role and also 
directed the play. It was criticised thus: 
... This comedy suffers mainly from a plot 
which lacks consistent development- possibly 
because Miss Hanger has tried to unfold 
three parallel actions. As a result none 
of the human relationships are adequately 
explained and although there is some good 
dialogue, the play eventually seems 
contrived. However, there is a good deal 
of quiet humour and moments when the 
characters come warmly alive... 26 
The Twelfth Night Theatre continued its support of 
Australian drama in productions of The Witnesses by Clive 
Sanson in March 1956, "Cornerstone" by Gwen Meredith in July 
1956, A Spring Song by Ray Mat hew in March 1958, "Ring Out 
Wild Bells" by George Landen Dann in July 1958, Summer of 
The Seventeenth Doll by Ray Lawler and The Well by Jack McKinney 
in 1960, The Ham Funeral by Patrick White in 1962, "The Cell" 
by Robert Wales in November 1966 and again in October 1968 and 
"Don't Feed the Sharks" by Lloyd Browne in November 1968. 
Eunice Hanger "devotedly produced" the premiere of Ray Mai: hew's 
A Spring Song as Roger Covell reported in The Courier-Mail. 
Indeed, it received reviews of commendation. 
... It proved an interesting and occasionally 
rewarding evening. Mai:hew is a charming 
poet, in the true sense of that phrase, and 
his story of a domineering selector's family 
had many moments of grace. Its chief fault 
was that it contained more words than drama.. 27 
26 "J.D." The Courier-Mail, 11 August 1961, p. 9. 
27 Roger Covell, The Courier-Mail, 26 March 1958. 
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Doris Waraker in the Telegraph was impressed. 
. . . Mr. Mat:hew shows feeling for human 
suffering and keen observation of character, 
two valuable talents... 28 
Unfortunately, at that time the Twelfth Night Theatre had 
acquired new premises on Wickham Terrace in Gowrie Hall and it 
was not licensed for public performances. Therefore all 
advertisements were limited to invitations to members and 
friends. With these good reviews and later publication by the 
Queensland University Press in 1961, it is disappointing that 
a larger scale production in Albert Hall had not been offered 
in 1958. 
The acquisition of Gowrie Hall in 1956 and its opening on 
March 6th of that year was a significant step for Twelfth Night 
Theatre. Although major productions were still staged in 
Albert Hall, it was hoped that the small converted church hall 
seating 112 patrons, would set a "pattern for nearly all Little 
29 Theatre work in Brisbane in the forseable future". Rhoda 
Felgate anticipated staging all productions in Gowrie Hall in 
the future, following the example of Little Theatres in Sydney 
(The Genesians, the Independent) and Melbourne (the Melbourne 
Little Theatre). The small seating capacity was considered an 
advantage in being able to run successful productions for 
weeks at a time on Thursday, Friday and Saturday nights. This 
had always been impossible at the heavily booked Albert Hall. 
Gowrie Hall consisted of a two story building; the upper area 
converted to a small theatre space, and the lower area below 
street level in Wickham Terrace for speech-training studios 
28 D.L. Waraker, Telegraph, 26 March 1958. 
29 Roger Covell, The Courier-Mail, 6 March 1956, 
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and dressing rooms. In opening the theatre, Alderman Groom 
(now Sir Reginald Groom) said that Brisbane would be 'a very 
poor town' without its Little Theatres and he named Rhoda 
Felgate as representative of the driving spirit behind the 
30 
establishment of the new theatre-hall. By early 1958 a full 
stage, with scene-dock below was built in the upper hall. 
Wooden rostra had been used prior to this. Productions such as 
The Importance of Being Earnest directed by Ludovick Gordon, 
Murder in the Cathedral directed by Rhoda Felgate, The Glass 
Menagerie directed by Eunice Hanger and one-act plays and Junior 
Theatre presentations were presented for short seasons in Gowrie 
Hall while The Dark is Light Enough (Christopher Fry), Major 
Barbara (Shaw), Macbeth (Shakespeare), "Cornerstone" (Gwen 
Meredith), Murder in the Red Barn, The Way of the World 
(Congreve), Bus Stop (William Inge), Separate Tables (Terence 
Rattigan), King Lear (Shakespeare) and The Matchmaker (Thornton 
Wilder) directed by Rhoda Felgate; Six Characters in Search of 
an Author (Pirandello) and The Shadow of Doubt (Norman King) 
directed by Eunice Hanger; and The Enchanted (Giraudoux) The 
Queen and the Rebels (Ugo Betti), Hotel Paridiso (Feydeau and 
Desvallieres) and Under Milkwood (Dylan Thomas) directed by 
Joan Whalley played at Albert Hall for the usual four night 
seasons. The Glass Menagerie by Tennessee Williams presented 
in July 1957 was the first extended-season major production 
offered at Gowrie Hall. The Courier^Mail marked this as a 
"milestone in the history of the Little Theatre Movement in 
31 Brisbane". The reviews were excellent and appeared after 
30 The Courier-Mail, 7 March 1956. 
31 The Courier-Mail, 10 July 1957. 
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the first performance as usual. However, for this twelve night 
season, two casts were performing. It must have increased the 
workload considerably for the director Eunice Hanger, and 
certainly would not occur in a major Little Theatre in the 
seventies where twenty-night seasons are the norm. The reviews 
included praise for director, Eunice Hanger: 
The Glass Menagerie is one of Tennessee 
Williams sweetest and most tender plays. 
It flowered in the intimacy of Twelfth 
Night's Gowrie Hall on Wickham Terrace 
last night. Eunice Hanger produced it 
warmly, and the four players kept pace 
with its pendulum swings between 
wistfulness and intensity... ^^ 
Glass Menagerie's mood not shattered. 
Unlike the glass animals, the poetic mood 
The Glass Menagerie was never in danger 
of being shattered by clumsy handling, 
when the Twelfth Night Theatre presented 
Tennessee Williams play last night... 
Producer Eunice Hanger kept the action 
flexible, and the symbolism crystal clear.. ^^ 
By 1966 all productions by Twelfth Night Theatre were at 
Gowrie Hall, advertised at Twelfth Night Theatre, 39 Wickham 
Terrace, Brisbane. Brisbane Arts Theatre, although firmly 
established in 1964 in its own theatre on Petrie Terrace 
continued to use Albert Hall for Shakespearian productions, and 
the Brisbane Repertory Society used Albert Hall until it was 
demolished in 1967. The Methodist Church which owned Albert 
Hall had some influence on play content in its premises. Joan 
Whalley's production of The Ham F\ineral by Patrick White in 
1962 was transferred to Her Majesty's at the last minute because 
of the Methodist reaction to the simulated rape scene. 
32 Roger Covell, The Courier-Mai 1, 11 July 1957. 
33 Constance Cummins, "Glass Menageries Need Not Shatter", 
Telegraph, 11 July 1957. 
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Needless to say the publicity drew capacity houses at Her 
Majesty's which seats almost 2000, This policy was one of the 
reasons for Twelfth Night Theatre preferring to perform in the 
intimacy and independence of its own building. 
In the years 1950 to 1954 Rhoda Felgate managed her 
activities as speech teacher and examiner, theatre director and 
policy maker so well as to train and oversee others in directing 
plays. She, herself, directed only two or three plays. By 
1955, however, Rhoda Felgate directed four major productions -
Under the Sycamore Tree, The Heiress, King Lear and Flood ; 
and in 1956 six productions - The Dark is Light Enough, The 
Witnesses, Major Barbara, Macbeth, "Cornerstone" and The Murder 
in the Red Barn, with The Way of the World and Murder in The 
Cathedral by April 1957. The pressure of theatrical activity 
was immense. Joan Whalley, her protegee, was in England on a 
fifteen month stay including study in theatre production. 
Rhoda Felgate wrote, formally, inviting Joan Whalley to return 
as Director of the School of Speech and Drama, to thus alleviate 
the increasing pressure of work. However, Joan Whalley refused 
declaring that her new found talent and training in production 
in England would not be satisfied merely in teaching speech. 
The Committee of the theatre was affronted, but Joan Whalley 
returned in 1957 to the fold to add some exciting productions 
to what was, by then, an ambitious and exciting Little Theatre. 
Roger Covell summed up the theatre scene in the following 
article: 
It pays to be daring on the Stage. 
Brisbane's Little Theatre movement has 
changed. The last two or three years have 
seen a rapid increase in its self-
confidence, accomplishment, and ambition. 
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Plays so far scheduled by the three principal 
groups promise to make 1957 their most 
adventurous year. We seem likely to have two 
plays by the vibrantly active French play-
wright Jean A n ouilh; Arthur Miller's witch^ 
hunt play, The Crucible; the Australian 
premiere of a recent Coward play; two 
Shakespearian plays (one of them Hamlet); 
and T.S. Eliot's Murder in the Cathedral. 
Brisbane Repertory is now beginning its 33rd 
season. Twelfth Night Theatre celebrates 
its 21st birthday tonight - on the Twelfth 
day of the month. 
Brisbane Arts Theatre will be 21 in a few 
weeks time. Only the confidence of coming-
of-age could have nerved Twelfth Night to 
open the main Little Theatre season for 1957 
tomorrow night with Congreve's The Way of 
the World. This glittering and amoral 
comedy is probably the first Restoration 
play to be seen on a Brisbane stage. 
Twelfth Night director (Miss Rhoda Felgate) 
is confident that her hand picked cast is 
ready to give an impression of the Fops 
and coquettes of more than 250 years ago. 
Not long ago Twelfth Night would have 
thought twice about putting on Congreve's 
masterpiece or, indeed, many of its recent 
choices. 
The change of 'climate' seemed to come about 
in 1950 with the production of Thornton 
Wilder's unconventional The Skin of Our 
Teeth. Many audience members disliked the 
play, but they realised that there was 
nothing so exciting as being outraged. 
They began to form a taste for outrageous 
theatre-going. 
By 1954 Twelfth Night was able to announce 
that its two most successful productions of 
the season had been verse plays: Fry's The 
Ladys Not for Burning and Eliot's The 
Cocktail Party'. 
Instead of having to put on an ordinary 
commercial success to pay for a "highbrow" 
play, the theatre found that daring often 
paid better than caution...^^ 
The reviews on March 14th that appeared in the Telegraph 
and The Courier'Mail exemplified Roger Covell's recommendation 
34 Roger Covell, "It pays to be daring - on the stage", 
The Courier-Mail, 12 March 1957. 
247 
that 'daring often pays better than caution'. 
To this Joan Whalley returned and plunged herself into 
direction of The Enchanted by Jean Giradoux. The production 
was acclaimed by Roger Covell as "the most satisfying and 
exhilarating production by a Little Theatre group that I can 
recall having seen in Brisbane", It was apparent that Joan 
Whalley believed in the philosophy that 'it pays to be daring' 
for in a sense she displayed a sense of 'the reckless' in her 
association with Twelfth Night Theatre. Generally it paid off, 
sometimes it did not, and those times have seen the theatre in 
great difficulties. 
About the same time that Joan Whalley returned and began 
directing in earnest, Hayes Gordon was preparing his group in 
Sydney for formation of the Ensemble Theatre. Both propounded 
'The Method' style of acting. Hayes Gordon founded his theatre 
on that belief. For Joan Whalley it was an expression of her 
tuition at the London Actor's Studio and she encouraged Brisbane 
amateur actors to use the Stanislavsky method of acting with 
its attention to realism and scorn for inhibition. This 
coincided remarkably with the trend in Brisbane's Little 
Theatres towards modern new plays by the world's leading 
contemporary playwrights. The late fifties were represented 
by ultra-modern, unorthodox plays. 
In 1958 Joan Whalley attended a drama school at the 
University of New South Wales and met Robert Quentin, who with 
the formation of NIDA in mind and later noting Joan Whalley's 
success as director in 1959 with Waiting for Godot by Samuel 
35 Roger Covell, The Courier-Mail, 6 June 1957. 
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Beckett and the Queensland Centenary Pageant, invited her to 
join the staff of the acting school as a tutor in Speech, At 
the same time, Rhoda Felgate (who was anxious to retire,) had 
asked Joan Whalley to be Director of Twelfth Night Theatre. 
Joan Whalley chose to go to N.I.D.A. believing that the 
experience to be gained would better equip her for directorship. 
Rhoda Felgate's retirement was marked in the 25th anniversay 
production by the theatre of I Remember Mama in March 1961, 
eleven months before Joan Whalley returned. For this 
production Rhoda Felgate acted the title role and directed the 
play. It was reviewed as a "production of even tone rather 
than of great dramatic impact". 
If Rhoda Felgate had retired because the pressure of 
direction was too much combined with speech teaching and 
examining, Joan Whalley certainly did not set a slower pace. 
In 1962 she directed continuously for productions by Twelfth 
Night Theatre in Albert Hall, Gowrie Hall, the garden of the 
Johnstone Gallery (Lysistrata) and Her Majesty's Theatre. These 
were plays of literary merit, style and educational as well as 
entertainment value: The Magistrate by Pinero (March), 
Lysistrata adapted by Dudley Fitts (April), King Lear by 
Shakespeare (May), The Beautiful People by Saroyan (July), The 
Colonial Experience by Walter H. Cooper (August-September) and 
The Ham Funeral by Patrick White (October). Rhoda Felgate and 
Blanche Lather directed the additional three major productions 
for the year. As Director of the theatre, Joan Whalley received 
an honorarium, but supported herself on her earnings as a 
teacher. For this reason the teaching had to be continued. 
36 "J.D.", The Courier-Mail, 9 March 1961. 
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Since the early 1950's she had adjudicated one-act play Festivals 
and Eisteddfods, and continued this activity while Director of 
the theatre, gaining honour and reputation for herself and 
Twelfth Night Theatre. In 1963 Joan Whalley directed four major 
productions and encouraged young directors such as Ron Finney, 
Doug Anders and Peter Morris to work under her supervision. It 
was her policy to use these other directors and present more 
plays than the five Albert Hall productions. It seemed 
advantageous to the company and the development of the theatre 
to work on a regular basis at Gowrie Hall. The trauma of 
transporting a play to Albert Hall for only four nights and the 
competition of television on audience numbers were not justified 
by rising costs in production. At Gowrie Hall the longer 
season enabled audiences to build up after play reviews and 
publicity, and also permitted the production of experimental 
plays. 
By 1966 Twelfth Night Theatre appeared to have lost some of 
its verve and excitement. Joan Whalley as director had moved 
about on various projects, for example the trips to New Guinea 
adjudicating festivals and producing plays for the Arts Council 
in 1964 and 1965. In 1966 the major productions by the theatre 
were not directed by Joan Whalley. A Month in the Country in 
February was directed by Rhoda Felgate and included a cast of 
the 'regular team' from earlier Rhoda Felgate productions such 
as Gwen Wheeler, Therese D'Arcy, Elsa Owen-Jones, Stanley 
Smith and Robert Dick. There followed Cages directed by Ron 
Finney and starring Ken Lord and Wendy Sanders, King Lear with 
Dennis Pryor as Lear and directed by Joan Whalley, A Thousand 
Clowns directed by Ian Austin, The Birthday Party directed by 
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Maureen Strugnell, Chips With Everything directed by Graham 
Foreman, "The Cell" directed by Wilf Buckler, The Typists 
directed by Maureen Strugnell and The Tiger directed by Sandra 
Grose. It was the policy of the theatre to produce for school 
audiences the Shakespearian text set for senior study. The 
production of King Lear that year included two players normally 
associated with the University Dramatic Society and the College 
Players - David Clendinning and Doug Barry - and toured to the 
local centres of Toowoomba, Southport, Ipswich and Redcliffe 
making it possible for a total of seventy South-East Queensland 
schools to see the play. Bob Hart in The Courier-Mail declared 
that "Director Joan Whalley has done a tremendous job with 
37 
'Lear', and has made full use of her cast". During October 
and November, Joan Whalley was hospitalized following a car 
accident in Mackay, where she was adjudicating an Eisteddfod . 
This, and the fund-raising activities for a new theatre, appeared 
to take Joan Whalley away from the role of director of plays. 
If she had continued to concentrate on directing the limelight 
of theatrical expertise may not have moved to the Brisbane Arts 
Theatre. 
In November 1966 the president of the theatre, Mr. Vitaly 
Gzell announced the purchase of land in Bowen Hills for the 
building of a new theatre. The Wilbur Smith Report 
recommendations threatened the site of Gowrie Hall where the 
group had plans to build a new Little Theatre. Feste, the 
newsletter published by Twelfth Night Theatre, included a 
President's Report of the year's activities: 
It is hoped that, in spite of set backs 
37 Bob Hart, The Courier.-Mail, 18 May 1966. 
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and sorrows, 1966 will go down in history 
of Twelfth Night Theatre as a year of 
vital decisions 
With great reluctance, due to unexpected 
developments beyond its control, the 
Committee was forced to abandon the plans 
for a new theatre at Wickham Terrace. 
Considerable time was spent on, what 
seemed to be a fruitless search for a 
suitable site or a Building, before 
reaching a final decision. We are now 
happy to announce that Marjorie and Brian 
Johnstone agreed to sell us, for a very 
reasonable price, a part of their land, 
situated between their Art Gallery and the 
Service Station. No doubt, the members 
will agree that a Theatre adjacent to a 
well known Art Gallery will be a 
splendid cultural combination. Thanks 
to the untiring work of the Ladies' 
Committee, we are in a position to 
execute a cash transaction. . .-^^ 
Joan Whalley had chaired this Ladies' Committee and Fund 
Raising became the necessary centre of her interest. This was 
not the 'party and jumble sale' fund raising, but political and 
Government interest and subsidy that Joan Whalley sought. 
During 1967 and 1968 she directed few plays. The major successes 
were Under Milkwood by Dylan Thomas revived in July 1967 and 
The Fantasticks which Graham Foreman directed for an extended 
season. Joan Whalley played the title role in the final 
production in Gowrie Hall in June 1969 - Hedda Gabler by Ibsen 
directed by Ron Finney. Hot/i/e\/erthe real excitement in 1969 came, 
not from the new theatre foundations or the nostalgia of the 
final production, but from the April 1969 production of 
Alexander Buzo's one-act play Norm and Ahmed directed by Barrie 
Routledge. 
38 Feste, Twelfth Night Theatre Newsletter, No, 21 - Spring 
1966. 
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The play is about racial bigotry and ends with Norm 
attacking Ahmed and using the words "Fuckin' boong". On 
April 19 a few days after opening night, after the lights went 
out, the police charged on the stage to arrest actor Norm 
Staines who played the role of Norm. He described the incident 
as follows: 
... I was chosen for the part, I believe, 
because I am the typical Australian, short 
and podgy... We are not long and lean like 
the legends say. I was shocked when I 
read the play but I knew it was important 
to do it because it was about racialism, 
and Australians are racial bigots... They 
arrested me in the dressing room, full 
charge, warning the lot. I must say they 
really knew their lines.... Funny thing 
when I was walking past one cell (later in 
the watch-house) a woman was screaming out 
the same word I was arrested for and no 
one was taking any notice... ^^ 
Fellow actors raised the bail money and Norm Staines was 
released and played the role, using the word, till the end of 
the season, while awaiting appearance in the Magistrate's Court. 
Police appealed to the Supreme Court for an injunction against 
Norm Staines' continued performance, but to no avail. Norm 
Staines was eventually convicted and fined and then appealed 
to the Supreme Court and was cleared. The police appealed to 
the High Court over the Supreme Court ruling but failed and 
legalities ended. The Courier .-Mail in October 1969 carried an 
article on the new theatre building on the same page as the 
announcement of Norm Staines' Court clearance. Joan Whalley 
was reported as saying: 
39 Alex Buzo, Norm and Ahmed intJhree Plays, (Sydney: The 
Currency Press, 1973), p. 26. 
40 Sunday Sun, 16 May 1976. 
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The judgement by the Full Court is a 
judgement in favour of theatre in Brisbane. 
Theatre belongs to the people, and 
symbolizes the feelings and actions of the 
people. If theatre is to be a true 
picture of humanity, actors must be able 
to say what is said in true life, and in 
the circumstances of life. 41 
The play was described by one of the Judges as a "sordid 
play of little merit" and another inif-h-a that the standards 
of "ordinary decent-minded people" should not be urged to change 
by "those who peddled obscenities and indecencies" . The 
theatre gained publicity over the event, but it is worth noting 
that Joan Whalley later admitted that audiences were small for 
this production. Although, publicity had boosted audiences for 
The Ham Funeral in 1962, Brisbane people were not keen to see a 
play with 'foul language' that had had interferences by police. 
As stated, the same newspaper reporting on Norm and Ahmed 
announced that the "first sod for the $200,000 theatre had been 
43 
turned yesterday". This was the beginning of both dream 
and nightmare. For almost two years the company was without a 
theatre. Performances in a marquee on the site were never very 
successful, and for almost the entire year of 1970, only the 
Junior Theatre and workshops kept the theatrical side of 
activities going. An old house behind the Johnstone Gallery 
was used as office, costume store and workshop space. The 
Sunday Australian in March 1971 gave an amusing but honest 
report from Joan Whalley of the problems Twelfth Night Theatre 
faced. 




"The old building was horrific. You could 
always be sure of falling through the back 
verandah 30 feet to the yard below. The 
mandarin trees hung over it and would 
pluck people's hats or crowns off as they 
started upstairs to the stage. The rats 
were fantastic, the cockroaches even 
better. If you leant against a wall you 
were likely to go through it because of 
white-ants and borers. Then they decided 
to put an expressway through". 
So, "millions of morning teas and jumble 
sales" later, Joan Whalley sits at the 
centre of a grey concrete-block edifice 
with a full time staff of six, "who do 
everything, cleaning, office work, acting" 
and a $150,000 debt. 
"I won't direct more than about one or two 
productions a year now — this is a big 
business and it's impossible to do both. 
But I'm enjoying the administrative side 
because it's new for me and a lot to learn 
and a challenge. We have to take $1450 a 
week to make the theatre pay." ^^ 
In 1969, at a time when government patronage was almost 
unheard of in Little Theatre, the Queensland Cabinet approved 
a dollar for dollar subsidy plan on the condition that the 
total overall project did not exceed $200,000 and that the final 
proposals were submitted for Government approval. The Theatre 
assured its supporters that $70,000 was forthcoming between 
promises, property and cash, and that the remaining $39,000 must 
be found immediately. After a visit full of bravado by Joan 
Whalley to the Canberra taxation officials, all donations over 
declared $2.00 were tax deductible. Various plans for donations, ' 
including personal contact with prominent people in Brisbane, 
business firms, and a 'buy a brick' project were set up under 
the influence of businessmen Brian Sweeney and Trevor Cottee, 
and Joan Whalley as administrative officer. The Premier, 
44 The Sunday Austrcilian, 28 March 1971, p. 45. 
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Treasurer, Minister of Education and Cultural Activities, Leader 
of the Opposition and Director of Cultural Activities sent 
wishes of success. 
A combination of factors set the theatre into professionalism. 
The then President of the theatre, Vitaly Gzel], was also the 
architect, and difficulties arose in communication of 
alternative plans and cost cutting measures; the amount of 
seating rose from 350 to 409 under suggestions from businessmen 
and financiers; a restaurant, club and bar facilities assumed 
importance in desires for European sophistication; the lighting, 
sound and scenery flying equipment were complex and required 
some expertise for operation; costs escalated beyond belief. 
An amateur company would not have survived in the new theatre 
complex. There was never a meeting of members, a constitutional 
amendment or a single decision that stamped the company in the 
new building as professional. It happened as a progression of 
circumstances. Joan Whalley said in a recent interview: "It 
never struck me that we couldn't continue doing the plays we 
45 had done before". Bill Pepper, who had directed Little 
Malcolm and His Struggle Against the Eunuchs in 1968 and A Lily 
in Little India in 1969 was appointed Associate Director of 
Twelfth Night. Despite his enthusiasm and talent, his choice 
of plays at a time when money and audiences were desperately 
needed, was literary, art theatre, experimental; and not 
commercial, box office successes. The Courier-Mail on the 
tenth of February, 1971 featured a full page spread for the 
grand opening of "Twelfth Night's new $350,000 theatre complex 
45 Joan Whalley, Personal Interview, 18 Feb. 1978. 
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at Bowen Hills". An entire new fund raising appeal was 
announced by Joan Whalley. The group was $150,000 in debt and 
the Government could offer no further assistance as its 
condition for subsidy had already been broken. A positive plan 
of name change to 'Twelfth Night Theatre Inc. and School of 
Speech and Drama' was decided at the theatre's annual general 
meeting in February 1971. Justifiably the theatre had a long 
history of workshops and schools in Speech and Drama for young 
people. In 1968 Joan Whalley formed the annual theatre school 
in the Christmas vacation. Arthur Greedy, Director of Cultural 
Activities, declared the new complex a reward for this 
struggling theatre which had devoted so much time to the training 
of generations of actors and directors who had "promptly been 
47 
nobbled by other States and overseas". This was a Little 
Theatre fighting for continued existence, carrying a financial 
burden that threatened the necessary growth and development. 
Joan Whalley claimed recently in an Interview that she was the 
person who put the company 'in the red'. But even this was a 
purposeful plan aimed at building a viable professional company 
in its own theatre complex. She explained: 
I hope that no-one else ever goes through 
i t . What really happened to Twelfth Night 
is that although we recognized what had to 
happen because we'd gone so far with the 
building that we had to develop as a 
professional company. But funding bodies 
didn't recognize that - because... what 
was a rule of the Australia Council was 
that you had to prove that you could be a 
professional company, even if you went 
into the red before you could get funding 
and that's what I did to the Company. I'm 
the person who put it in the red... John 
46 The Courier-Mail, 10 Feb. 1971, p. 15. 
47 New 12th, Booklet published by Twelfth Night Theatre about 
the new complex in 1969, p. 11. 
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Willett who was President after Brian 
Sweeney, said it (the building) was 
under-capitalized from the start... 
If followed that once Queenslanders saw the building 
completed, they were no longer interested in making donations. 
Joan Whalley could no longer be involved in the creative, 
imaginative side of the theatre. A great deal of responsibility 
rested with the new company of actors, who were semi-
professional at least. 
Rhoda Felgate in preparation for her Opening of the theatre 
on the 12th of February 1971, wholeheartedly supported this 
philosophy of professionalism. 
. . . The day of the old stock company has 
gone. Actors can't stay in one place for 
any time and get anywhere. The secret is 
to have a core of professional actors, 
who can interchange. 
But I think it will work. It is a good 
idea. And it will be very good for 
Queensland. 
There is really only one thing missing. 
The stage has no smell. It is a good 
stage. You feel right about standing on 
i t . It is a good theatre. It feels like 
a theatre... ^^ 
The first company members retained professionally were 
Jeremy and Rosalind Muir-Smith, Paula Bowman, Roger Newcombe, 
Sandra Grose, Ian Rehbein and Bill Pepper. They did everything: 
acted, cleaned, operated equipment, made costumes and props, 
were secretary, publicity officer and front-of-house staff. 
This was essentially 'Little Theatre' and for three years, Joan 
Whalley defied actors' equity and expected her actors to work 
in all areas. During 1971 and 1972 when Bill Pepper was 
Associate Director, he produced the plays he wanted to: Measures 
48 The Courier-Mail, 10 Feb- 1971. 
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Taken by Brecht, The Real Inspector Hound bySto^jf>arci, The 
Recruiting Officer by Farqulia.r-and Trumpets and Drums by Brecht, 
This was heavy going for a public which had donated generously 
and wanted entertainment, In early 1972 Bill Pepper and Joan 
Whalley had a disagreement about artistic policy and Bill Pepper 
left Twelfth Night Theatre, In general there was a variety in 
the programme — Australian, musical, literary, nostalgic, pure 
entertainment and local revues. Joan Whalley travelled over-
seas in 1973 procurinq plays, rights and the services of Ed 
Hastings, a director from the American Conservatory Theatre. 
As the years progressed, the list of plays grew smaller and the 
theatre was hired to other professional touring companies to 
subsidize the income. Appendix /K shows a complete list of 
plays produced by Twelfth Night Theatre and as this period of 
its growth was professional no detailed analysis is made in 
this thesis. Joan Whalley built again a reputation for herself 
and was appointed to the Australia Council and the Board of the 
Queensland Theatre Company. Hard work, good productions, a 
core of loyal professionals and the occasional 'fling' were the 
basis of activities between 1973 and 1976. 
In July 1976 the company came to a crisis point. It could 
no longer pay its bills. Elizabeth Johnston described the event 
in The Australian. 
Brisbane's only non-state professional 
theatre company has floundered at the age 
of forty - destroyed by the typical 
middle age traumas of overdue mortgage 
payments and not enough time or money to 
enjoy life's aesthetic pleasures.., it 
was a continuous guessing game for the 
company's artistic director, Joan Whalley, 
to decide which plays would attract 
Brisbane theatre-goers. The interest 
rates on the Twelfth Night kept going up 
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and the debt refused to reduce. The company 
tried everything from French farce by 
Feydeau to Russian drama by Chekhov, 
Australian drama by Williamson and even 
Charlie Brown to make money. 
With the worry of an overdraft finally out 
of the way, Miss Whalley will be able to 
set her course more on quality and less on 
trying to get a quantity of bottoms into 
those empty seats... 49 
The 'worry of overdraft' was taken over by the then State 
Treasurer, Sir Gordon Chalk, who negotiated with the theatre's 
mortagee the Bank of Adelaide. The theatre eventually cost 
over $450,000 in 1971 and high interest rates, rising operating 
costs and poor attendances had led to accumulated debt of 
$300,000 by the company. The Queensland State Government, 
together with federal funds through the Australia Council, 
purchased the Twelfth Night Theatre complex in 1976 for the 
bargain price of $380,000. A trust was set up to administer, 
let and lease the premises with the Twelfth Night Theatre 
company as the main tenant. The productions which followed in 
that year were We Find The Bunyip by Australian, Ray Matthew, 
produced in October 1963 by this theatre; The Winslow Boy by 
Terence Rattigan, directed by Jeremy Muir-Smith with excellent 
reviews. Dandy Dick directed by Joan Whalley and Children's Day 
also directed by Jeremy Muir-Smith. Almost twelve months after 
the relinquishing of the theatre building to the Government the 
Director, Joan Whalley announced her resignation. She no longer 
wished to fight for money for the arts - there was no longer 
the enjoyment and the love for the theatre that existed in an 
amateur Little Theatre, At that time she announced that 'she 
49 Elizabeth Johnstone "Trauma on the Stage", The Australian, 
7 July 1976, p. 5. 
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feared for the future of the Twelfth Night Theatre building in 
Cintra Road, Bowen Hills, as a performing arts centre" and also 
had "fears for the future of the company itself as a 
professional performing company if its subsidies are cut back, 
50 
and there are suggestions this could be so". 
Both of her fears were realized. At the end of December 
1977 the president, Mrs. Marie Watson-Blake, and committee of 
Twelfth Night Theatre sacked the remaining small acting and 
production staff because of 'lack of funds'. In June 1978, the 
State Government asked the Committee to show cause why it should 
continue to receive the annual grant of $110,000 as well as an 
Australia Council grant of $56,000 when no Queensland actors 
(apart from one young man in one production) were being used in 
a Queensland State subsidized company, no longer promoting the 
growth of State Theatre. A stay of time until the end of 1978 
has been given to the theatre so contracts and commitments 
can be completed. However, despite this, and a desperate appeal 
by Ron Finney representing the uninformed constitutional 
members of Twelfth Night Theatre, and continued success by the 
associated School of Speech and Drama, the future holds the real 
possibility of the end of Twelfth Night Theatre in Brisbane. 
Once again a theatre that was created as a Little Theatre 
and made the change to professional status has proved that 
management of finances and artistic enterprise are not 
compatible. The Melbourne Little Theatre failed when the 
business committee set up to handle subsidy and finances over-
ruled artistic decisions; the Independent Theatre in Sydney 
50 David Rowbotham, The Courier-Mail, 17 June 1977. 
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closed when it could no longer support itself without the 
government subsidy that had lifted it from Little Theatre to 
professional status; and Twelfth Night Theatre, even after the 
supposed calm of the State Government assuming the debts of the 
building, still found professionalism too costly to be justified. 
Joan Whalley directed five of the seven productions in her final 
year, 1977: Dangerous Corner by Priestley, Something's Afoot by 
McDonald, Vos Gerlack and Lindeman, The Currency Lass by Edward 
Geoghegan, The Season at Sarsaparilla by Patrick White and a 
return of Something's Afoot, Most of these took place after her 
retirement announcement, and the financial cost was lessened by 
the fact that she directed them herself rather than engaging a 
professional director for a production. However, the personal 
cost must have been enormous and the reviews were by no means 
charged with praise. 
The Currency Lass 
Brisbane's Twelfth Night Theatre Company 
began The Currency Lass in a disastrous 
fashion and it saddens me to report that 
the chances for its recovery appear slim.. 1 
The Season At Sarsaparilla 
... As a playwright White is a great 
novelist but his play, which is really 
about the Boyles bursting, deserves a 
better fate than this production.^2 
Dangerous Corner 
. . . Director Joan Whalley has chosen a 
timeless set of space and wire which 
proves a major error... 
Dangerous Corner is a most unfortunate 
choice for a theatre company with enough 
difficulties already. ^^ 
51 Colin Robertson, The Australian, 18 July 1977. 
52 ibid., 27 Sept. 1977. 
53 ibid., 17 March 1977. 
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Something's Afoot 
. . . Director Joan Whalley has made magic 
out of the show. Could it have had as 
much production in New York, where it 
was such a success? I doubt it...,^^ 
At the end of 1978 the State Government will make its 
decision regarding continued subsidy for this theatre. No 
doubt the current Committee will meantime formulate plans for 
disbandment, or plans for a return to Little Theatre status, or 
plans for an energetic and dynamic new policy of Queensland 
actors in productions of merit for Brisbane audiences. It is 
also probable that a new group ready to work in the theatre 
could make a successful proposal to the Government. What 
remains is that the Twelfth Night Theatre like so many other 
Little Theatres was the enterprise of two women as long as they 
were there; Rhoda Felgate for twenty-five years until she had 
safely entrusted it to her protegee, and Joan Whalley for 
fifteen years, until she had literally 'had enough'. When Joan 
Whalley left the Twelfth Night Theatre 'the end was nigh'.^^ 
54 David Rowbotham, 16 April 1977. 
55 Kelly, Veronica. "The Continuing Saga of Twelfth Night", 
Theatre Australia, October 1978. This article contains 




BRISBANE ARTS THEATRE - Thriving Self-Made Theatre 
The phrase "thriving self-made theatre" was used in 1968 by 
Katharine Brisbane who was, at that time, theatre critic for the 
national newspaper The Australian, She was visiting Brisbane at 
the request by Brisbane Arts Theatre to see Bunney Brooke's 
production of Incident at Vichy, Brisbane, in general, was 
described as "the last outpost of thriving self-made theatre". 
However, events and trends in activity in the seventies in 
Twelfth Night Theatre and the Repertory Theatre, suggest that, 
the phrase is best seen as describing, most aptly, the Brisbane 
Arts Theatre. In its forty-two year history it has existed 
entirely from the box office profits. Since 1969 a small annual 
grant from the State Government Cultural Activities Department 
has been received for assistance with administration, workshop 
teaching and childrens' theatre. A dollar for dollar subsidy 
was given for the new theatre building project. But all other 
capital costs, equipment, production costs, large scale 
building renovations and day-to-day management expenses are 
met from box office receipts. This is the only large Little 
Theatre in Brisbane which does 'thrive' on 'self-made' activity, 
(The Brisbane Repertory Theatre depends upon Australia Council 
Grants as well as box office receipts for existence,) The 
policy and aims and objects of Brisbane Arts Theatre are buiit 
upon the desire to satisfy the pubiic and offer theatricai 
activity that resuits in this 'box office' success. 
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The Theatre was founded in 1936 with the following Aims 
and Objects: 
(1) to provide an instrument of self expression 
in histrionic art which is not at present 
available to an extent commensurate with 
the size of Brisbane, 
(2) to provide that particular entertainment 
which is not at present provided 
professionally, and which appears to be 
regaining its old popularity, 
(3) to discover talent which may be directed 
to the stage or the screen, 
(4) to endow a fund to assist competitions, etc. 
for the furtherance of dramatic art, and 
to encourage the local 2iterary talent 
in writing of plays. 
These were further exemplified in a four clause artistic policy: 
(1) to present plays with a popular appeal, 
entertainment value being a most 
important qualification. 
(2) to revive and retain the atmosphere 
and tradition of the theatre. 
(3) to make the opening night of each 
season formal, with seats at reasonable 
prices, to be followed by performances at 
more popular prices, 
(4) to co-operate with other literary 
societies in productions having mutual 
interest. 
The current Constitution of the Brisbane Arts Theatre 
reprinted in July, 1978, includes three objects pertaining to 
artistic policy and the emphasis is by no means on the word 
'entertain' as it was in 1936. However, the practical 
'"The Brisbane Amateur Theatres" - Aims and Objects, 1936. 
'^'Ibid, 
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application of this present Constitution would place it 
closer in policy to the original. The artistic Objects of the 
Theatre in 2978 are as follows: 
(a) to foster in the State of Queensland 
an active interest in the dramatic 
arts and to further the artistic, 
cultural and educational development 
of the State, 
(b) to train members in theatrical and 
allied arts and crafts, 
(c) to stage dramatic works of any 
description with special emphasis 
on works^of educational or cultural 
value. 
In relation to these two statements of the objects and 
policy of the Brisbane Arts Theatre and the description of it 
as a "thriving self-made theatre", it is worth noting an article 
which appeared in The Courier-Mail in August 1972, A new 
television programme on the A,B,C, entitled Behind the Masks 
had gathered the directors of the four main theatre companies 
in Brisbane and the interviewer had asked each to 'sum up 
their theatres' policies and aims', Kevin Radbourne of the 
Brisbane Arts Theatre re-iterated the policy of entertainment 
for box office survival. In comparison to the others, there 
is a kind of practicality and 'self-made' image attached to 
his statement. 
Queensland Theatre Company director (Alan 
Edwards) spoke of his company's responsibility 
to Brisbane, to the State, and to student 
education. 
Brisbane Repertory Theatre director (Jennifer 
Blocksidge) said Repertory's La Boite aimed 
to complement the more conventional theatre 
in Brisbane with "theatre in the round", 
^' Constitution and Rules of the Brisbane Arts Theatre, 18 
July, 2978, 
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producing plays that were challenging and 
exciting. Twelfth Night Theatre director 
(Joan Whalley) said she hoped Twelfth Night 
would become part of the general public 
consciousness by the presentation of a 
variety of plays from the classics to 
modem theatre 
Brisbane Arts Theatre director (Kevin 
Radbourne) said: "Our basic policy is 
to entertain, to give the public what 
it wants, because without public patronage 
we can't survive." 
The phrase 'give the public what it wants' occurs regularly 
in description of the Brisbane Arts Theatre, either in a 
derogatory sense or in a commendatory sense. The criticism 
would appear to mean that this Little Theatre aims to entertain 
on a commercial level, rather than educate on a cultural or 
'theatre art' level. The praise is a summation of annual box 
office figures and audience numbers. In the same year, 1972, 
that Kevin Radbourne outlined the theatre's policy on Behind the 
Masks, one of the theatre members directed Samuel Beckett's play 
Endgame in the midst of press publicity on the question of 
"What does the public want?" Peter Charlton, theatre critic for 
the Telegraph, interviewed the play's director Jennifer Grimison, 
sharing her view that the season of Monday and Tuesday 
performances of this piece of pessimistic and absurd theatre 
would be an interesting experiment for audiences, 
,,,What makes the experiment of Jennifer Grimison 
and her cast even more interesting. On 
Monday night they will pose the question, 
"What do the public want?" They ask: "Is 
it sex, pornography, complicated triangular 
relationships, or a romantic sentimentality 
that washes clean our theatre morals plate?"... 
4. The Courier-Mail, 10 Aug. 1972. 
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"Endgame is not everybody's cup of tea. 
It is the thinking audience who care 
to cope with the miseries of Beckett's 
pessimism." 
There is one objective measure of 
success in the totemised world, and 
that is money. Money is taken through 
the box offices, and has brought 
about the dichotomy between professional 
acceptance and commercial viability that 
has led to the current question. 
The answer to "What do the public want?" 
will not be given on Monday night However, 
while ever there are producers like Jennifer 
Grimison and companies like the Arts, who 
give their members an opportunity to ask 
the question..i-the state of the art will 
not wither. 
The reviews which followed opening night included statements 
such as "Endgame is a superlative performance, brilliantly 
conceived and excellently presented" and "a really splendid 
piece of acting The production is a major achievement for 
7 Brisbane Little Theatre". Certainly this theatre encourages 
experimental productions by young directors, but these are 
always presented in the early part of the week, while a major 
commercial production is playing on Wednesday, Thursday, 
Friday and Saturday nights. 'Survival' was the keynote of the 
first performances by the theatre in the late 1930's, just as it 
is in the 1970's. 
Details of the scheme to form the theatre first appeared in 
the press, the Telegraph, on 8 February 2936. The name chosen 
at that time was Brisbane Amateur Theatres, because of the 
' Peter Charlton, "What does the public want?". Telegraph, 
March 1972, 
^' Ibid,, "New Direction?" March 1972. 
^' David Rowbotham, "Talent in Play," The Courier-Mail, 28 March 1972. 
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expected honorary capacity of all members and as an attempt to 
provide a focus point for the many Little Theatres in the 
suburbs of Brisbane. By March 1951 the name was changed to 
Brisbane Arts Theatre, but no official reason nor announcement 
was made in the press. Brisbane Amateur Theatres evolved from 
the Jean Trundle Players, a small group interested in theatrical 
activities who were students in Speech and Drama with Jean 
Trundle. In the twenties and thirties in Brisbane there were 
many such groups: the Dulcie Scott Players, the Barbara Sisley 
Players and those that presented plays within Rhoda Felgate's 
Studio. Jean Trundle and her husband (in 1935) Vic Hardgraves, 
were both members of the Brisbane Repertory Theatre Society, but 
by 2935 were disillusioned v^jt^ the opportunities within that 
group for production and acting. Jean Trundle was essentially a 
director and was never given the opportunity to direct at 
Repertory. She did perform in small acting roles. Barbara 
Sisley was chief producer of the group, and together with Rhoda 
Felgate dominated the choice of plays, actors and directors. All 
three women demonstrated leadership qualities; Babette Stephens 
had joined Repertory in 1929 and was intent on developing her 
talents, and so it seemed that more scope in theatrical 
activities was needed in Brisbane. Both Twelfth Night Theatre 
under the leadership of Rhoda Felgate, and Brisbane Amateur 
Theatres under Jean Trundle, were founded in 1936 to cater for 
the needs of the growing number of enthusiastic actors. 
At times during the years 2936-2946 Brisbane Amateur 
Q 
Theatres found it necessary to define their artistic integrity. 
g 
Hereafter referred to as B.A.T. 
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even following press publicity that the group were in 'difficulties' 
AMATEUR THEATRE PLAYERS IN DIFFICULTIES 
The B.A.T. began, we fondly believed, as one of 
the Little Theatre groups in our midst having 
on the face of it some of the ideals of Reper-
tory. But they have hardly lived up to these 
ideals in the selection of their material It 
must have been one of those Wallace productions 
produced either before breakfast or at least in 
an incredibly short time. For the dramatic 
structure showed an unusual number of 
faulty joints - a jerry-built structure 
with the hammer and saw marks obviously in 
evidence 
most convincing of all was Jean Trundle's 
sinister characterization of Lady Lebanon. 
It really was well done Altogether the 
play was an extremely ambitious effort for 
all concerned. Mystery plays have to 
be well done or left alone. And with the 
material at hand, the producer was, in 
the nature of things, considerably handicapped. 
The producer, was of course Vic Hardgraves, and in reply 
to A.H. Thomas, author of the above article, on 5 December 1936, 
he re-iterated the policy of the theatre as outlined in the same 
newspaper in February that year. That policy was: "To present 
plays with a popular appeal, entertainment value being a most 
important qualification". This was the first of a series of 
replies in the press to criticism by the theatre critic 
A.H. Thomas which climaxed at the end of 1939 over Doris Waraker's 
play "Law and the Lady" directed by Jean Trundle. Doris Waraker 
was on the staff of the Telegraph and had written one-act and 
three-act plays which she submitted to Little Theatre groups for 
possible production. B.A.T. was intent on developing literary 
talent and followed a successful production of Joyce Stirling's 
"Miss Smith" in February 1939 with production of "Law and the 
q 
"' A.H, Thomas, Telegraph, 27 Nov. 1936. 
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Lady" in October 1939. The pre-performance publicity was 
excellent and outlined the theme as being unusual and 
lO 
"involving a satirical thrust at some Australian divorce laws". 
The reviews after opening night were mixed, to say the least. 
The Courier-Mail review was entitled "Good Presentation" and 
included such phrases as " Miss D.L. Waraker has had 
the courage to sacrifice the stereotyped 'happy ending'. This 
is all to the good.....All in all it is a very creditable 
piece of play writing. The cast of characters under the 
direction of Miss Jean Trundle showed marked ability and gave 
evidence of careful study." However, A.H. Thomas as 
theatre critic for the Telegraph published an exceptionally harsh 
review of both play and performance. It was over five hundred 
words in length and is reproduced in full as Appendix X to this 
Thesis. Extracts are sufficient to describe the criticism at 
this point. 
The play runs fairly smoothly throughout. 
It is, in the main, well put together, even 
if in the beginning it seems to lack definite 
direction and takes an act and a half to 
limber up. 
In the actual writing of the play it 
would seem that the writer has got the 
better of the playwright in a number of 
longish speeches, which suggest the 
carefully polished periods of the writer 
rather than the effortless spontaneous talk 
of normal people. In some of these speeches 
you even have to run your mind back over them, 
like an involved Latin sentence, to get 
their meaning. Simile is piled on simile, 
like a writer elaborating a fine idea, 
It is, in the main, well acted, though 
I am not certain whether it is the fault of 
the author or the players that few of the 




Telegraph, 7 OCt, 1939. 
"Good Presentation" The Courier-Mail, 20 Oct. 2939. 
A.H. Thomas, "Law and the Lady", Te2egraph, 20 Oct. 2939. 
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For two weeks following the appearance of this review, the 
'Letters to the Editor' section of the Telegraph contained many 
expressions of support for B.A.T. and one expression of support 
for A.H. Thomas. Finally, A.H. Thomas himself replied in his 
own defence, suggesting that those who had criticised the review 
were not indignant at his remarks about the play, but rather 
that he should have treated an ambitious local playwright in 
this way. Thomas pointed out that he had given a glowing 
review to George Landen Dann's play "A Second Moses" (later 
called "Caroline Chisolm") and that those who made such vocal 
criticism would achieve more by attending productions of all 
Little Theatres in Brisbane, thus advancing the popularity of 
drama. This was acceptable refutation of his adversaries, 
marred unfortunately, by a concluding remark that B.A.T. 
had created the affair for publicity purposes. 
The remaining years of the 1940's included the encouragement 
of local playwrights and Australian plays which was carried 
through until the 1970's; the beginning in 1943 of the annual 
production of the Shakespearian play set for study by High 
School Junior students for examination; and the effects of 
World War II upon choice of play and performance area and 
time. Blackouts brought performances forward to 5 o'clock. 
Costumes had to be improvised from material purchased with 
limited coupons. The roles of butlers were changed to maids, 
because of the shortage of male actors. Most performances were 
given in aid of patriotic charity appeals. The mental outlook 
of theatre critics and audiences was so influenced by war, that 
even the 2943 production of The Merchant of Venice was compared 
to Jewish persecution in other parts of the world. 
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Certainly the War influenced the choice of Australian plays 
as the predominant selection by B.A.T, in 1940, 1941 and 2942, 
Of the seventeen productions of three-act plays in this period, 
eight were Australian plays by Sumner Locke-Elliott, Gwen 
Meredith, Constance Cummins, Bobby Mack and David Cahill, Several 
locally written one-act plays were produced as part of the 
monthly one-act play nights for new actors and directors. Possible 
reasons for this patriotic support of Australian playwrights were 
Gwen Meredith's inclusion of more women in the cast which 
filled the gap of the men at war (these plays are listed on 
page IT3); lack of communication from overseas about new plays, 
scripts and royalties; and a desire to extend patriotism 
from support of soldiers to support of everything 'Australian-made'. 
Whatever the reasons, they were particular to B.A.T., for 
Repertory Theatre and Twelfth Night Theatre produced no major 
Australian plays during that period. In October 2940 the magazine 
Teleradio made comment on the Australian play season. 
New Australian Plays 
Great value is placed by those interested in 
the development of Australian literature, on 
the work of the B.A.T. in giving public 
presentation of plays by young or aspiring 
dramatists, and news of the society's 
activities in this direction has created 
good impressions in the "little groups" 
in other parts of the Continent. 
It was gratifying for the director to 
receive from the Playwright's Advisory 
Board, Sydney, which handles the rights 
of production of most of the plays 
by local authors, a letter which states, 
"The board wishes to congratulate you 
and your organization on the very 
practical interest which you continue to 
show in the Australian dramatist. We 
consider that the proportion of 
Australian plays produced or to be 
produced by you is considerably higher 
than that of any other similar 
organization in the Commonwealth. It 
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is certainly a pleasure for us to 
deal with such a theatrical group." 
In forty-two years of existence the B,A,T, has presented 
forty-seven Australian plays. This does not include all the 
one-act plays nor the many childrens' plays which have been 
devised from well-known stories or improvised and scripted 
during rehearsal. The number of plays is not great and only 
f^ef formal te, 
one^occurred during the twelve years between 1948 and 1961. 
The majority were in the early forties and an exciting group 
throughout the sixties. Appendix XI to this Thesis includes a 
complete list of all plays produced by B.A.T., and here follows 
a list of the Australian plays. 
AUSTRALIAN PLAYS 
YEAR PLAY 
1939 Miss Smith 
Law and the Lady 
1940 Interval 
Wives Have Their Uses 
The Battle to the Strong 



















The Cow Jumped Over the 
Murders are Messy 




The Multi-coloured Umbrella 














2962 The Pub at pelican Creek 
1963 Eros Triumphant 
Ned Kelly 
2964 But a Wife is Different 
Down the Coast 
2965 pancakes and Extras 
The Mayor of Muckadilla 
The Grass is Always Greener 
2966 Summer Solstice 
Image in the Clay 
2967 Breakfast with Juiia 
These Cats are Dangerous 
The Wrong Way out of Bed 
Trumbo the Clown 
2968 Trumbo's House 
Black Sambo and The Magic Word 
2969 Swamp Creatures 
Raggedyanne 
The Magic Bicycle 
Archie's Perils 
1970 You Can't Win 
1972 The Sentimental Bloke 
Bennie 
1972 Coates in Many Colours (one-acts) 
Lola Montez 
1973 The Slaughter of St. Teresa's 
Day 
1974 The Witch, the Wizard and the 
Giant Cook 
Not even a Mouse 
Granny's Attic 

























Albert Arlen, Nancy 
Brown & Lloyd Thomson 
Jay McKee 
Dick Coates 






2975 The Greedy Littie Piggy Eugene Hickey 
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YEAR PLAY AUTHOR 
1975 The Ugly Duckling Alain Francois 
1977 The Shifting Heart Richard Beynon 
The Golden Legion of Cleaning Alan Hopgood 
Women 
The theatre building presently on Petrie Terrace was first 
constructed as a Little Theatre by B.A.T. in 1961 and opened 
officially in September of that year with a production of 
Barbara Vernon's prize-winning play The Multi-ColOUred Umbrella. 
The President of B.A.T. at that time. Dr. Steven Kinston wrote 
in the Souvenir programme: 
It is only fitting to the occasion that 
our first play is written by an Australian 
playwright. For the time is ripe in 
Australia for the development of a 
strong national theatre; B.A.T. 
besides bringing to you plays from all 
over the world, has a mission to 
encourage and to stage any valuable 
indigenous contributions to the theatre. 
The Director of the theatre, Brian Cannon, re-iterated 
this new policy, or "mission" as the President had called i t , 
to present Australian plays at B.A.T. It was considered an 
economical proposition to present such plays in the theatre that 
seated only 150. Major productions of B.A.T. were continued at 
A2bert Hall, seating approximately six hundred, but the 
presentation of local plays which would not attract large 
audiences thrived in the intimacy of the new theatre. Brian 
Cannon expounded the policy in The Courier-Mail: 
"Our ideal is to encourage local 
playwrights. We hope to discover local 
talent and we will read any plays sent 
to us and produce them if they are good 
enough. 
We can afford to try them out here. 
•^'^ Souvenir Prograimne, The Multi-Coloured Umbrella by Barbara 
Vernon, presented by Brisbane Arts Theatre, 15 Sept. 1961. 
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something we couldn't do in a larger 
theatre. 
We hope to hold competitions for plays 
by Australian authors" .-^^ 
These aims were carried out. In March 1962 "The Pub at 
Pelican Creek" which had won third prize in the General Motors-
Holden playwrighting competition was given its Queensland premiere, 
directed by Cath Sparks. Gerard Kennedy was included in this 
cast list and also in the second Australian play by B.A.T. that 
year, Ned Kelly, in which he gave a memorable performance as 
Joe Byrne. Ned Kelly was presented at Albert Hall. In 1964 
three full length locally written plays were produced at B.A.T. 
for one week seasons, Monday to Saturday: "But a Wife is 
Different" by Pauline Ballinger, "Eros Triumphant" by Rene 
Vance, and "Down the Coast" by Ruth Cilento. Also in that year 
the group sponsored a^^ 100 Playwriting Competition in conjunction 
with the Warana Festival. The co-winners, "Pancakes and Extras" 
by Ian Austin and "The Mayor of Muckadilla" by Rene Vance 
were produced in 1965. By then B.A.T. had established a branch 
of their activities entitled 'Playwright's Theatre'. Each 
programme outlined the philosophy of Playwright's Theatre as 
helping local playwrights to have their plays seen and judged 
by the theatre-going public and through rehearsal and production 
develop their specialised field of writing. The 1965 local 
plays were given four week seasons from Mondays to Wednesdays, 
running concurrently with other major productions such as 
Luther and the Russell Jarrett Revue, "Run, Run, Run". Albert Hall 
was used only for the annual Shakespearian presentation. In 
January 2966 the Playwrights Theatre produced Helen Haenke's 
James Duncan, "Amateur Theatre will open soon in Petrie 
Terrace", The Courier-Mail, Sept, 1962. 
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"Summer Solstice" directed by Jack Hollingworth who was a 
major supporter of local playwrights in B,A,T, for many years 
and is currently active in the new association for local 
playwrights, playlab, Ian Austin, actor and playwright with 
B,A,T., wrote the following programme notes for "Suimner Solstice". 
Growing PainsJ 
This production of Helen Haenke's play, "Summer 
Solstice", introduces our Playwrights Theatre 
programme for 2966, To establish Australian 
culture, its creative artists must be 
encouraged, and encouragement comes only 
from public interest and professional 
support of their efforts, 
Australian playwrights are not getting the 
"breaks" they need, mainly from 
professional concerns either in presentation 
or monetary grants, to induce them to 
continue writing. Therefore, because 
these concerns are outrageously 
neglecting their duty, the onus has 
fallen on the Little Theatres to carry 
out this most necessary aspect of our 
cultural progress. 
Whether a new play is good, promising 
or otherwise, it can only be appreciated 
for its achievements or shortcomings 
by seeing it in production, where 
dialogue and ideas are "brought to life" 
before a critical audience. This 
applies not only in Australia, 
but the world over! 
one major drawback at the moment, 
hampering the creative efforts of our 
potential writers, is the Australian 
audience's disinterested attitude to the 
home-grown product. Certainly many of 
our local plays are not world standard, 
but this temporary lack of artistry 
is merely the stage of "growing 
pains" and every artist suffers 
these before knowing what to do and 
how to do it well. Support must also 
come from a patient audience, for a 
play can never be a play without 
an audience. 
So, we are happy to see you in our 
Theatre tonight, sharing our pride 
and devotion in encouraging our 
writers, and helping them, through your 
continued support, over this difficult 
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16 
period of "growing pains". 
This devotion was shared by the playwrights, if not by 
the theatre critics. Both Pauline Ballinger and Rene Vance 
paid tribute to B.A.T. publicly saying: "It's the only 
theatre in Australia doing anything worthwhile for Australian 
writers." Both women were producing their own one-act plays 
at St. George House, Upper Roma Street on Thursday, 
Friday and Saturday nights which had become one of the venues 
B.A.T. used in 1964 after fire destroyed their Petrie Terrace 
theatre. In February 2966, "I.H.", the theatre critic for The 
Courier-Mail suggested that the cast in Helen Haenke's play 
"Summer Solstice" were "trying too hard" and lacked "the 
experience and sensitivity to interpret" Australian playwrights. 
The "laudable object" of providing Playwright's Theatre was 
"doomed to disappointment if casts cannot be found to do full 
17 justice to the plays". Helen Haenke replied in a Letter to 
the Editor: 
Playwright tells of "knockers", insults 
While I appreciate your Drama Critic's 
support for Australian playwrights, I 
think he has been a little harsh in 
his criticism of the Brisbane Arts 
Theatre in its efforts to encourage local 
play-writing, and I would like to 
state in public what this encouragement 
means to me as the latest writer to 
benefit. In the five years since my 
play "Summer Solstice" received a 
very minor award in the Coffs Harbour 
Centenary Playwrighting Competition, it 
has amassed a full set of big-name 
16 
17 
Ian Austin, programme notes for "Summer Solstice" by Helen 
Haenke, 31 Jan. 1966. 
The Courier-Mail, 1 Feb. 1966. 
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"knockers", and I have even had to 
turn the other cheek to personal insult. 
The B.A.T. appears to be the only 
organization in this country that makes 
a consistent policy of "sticking its 
neck out" for our own writers 
The preparation of this performance has 
allowed me to be de facto at all rehearsals, 
to work on the play as it progressed, to 
be treated with courtesy as a rational 
being, and to have it assumed that I 
know what I am doing. 
This is what turns a play writer into a 
playwright 
My gratitude to the B.A.T. is enormous, 
and my admiration for its ffourage, 
altruism, and ideals 
Such 'altruism and ideals' occurred only twice after that 
at the B.A.T. Although over twenty productions of Australian 
plays followed, only two were premiere presentations of locally 
written plays as major productions. These were Barbara Stellmach's 
"Not Even a Mouse" and Paul Sherman's Melba in 1974. Artistic 
and economically successful productions of Image in the Clay, 
The Sentimental Bloke, Lola Montez, The Slaughter of St. Teresa's 
Day, The Shifting Heart, and Swamp Creatures were presented 
with several childrens' scripts, and premiere productions of 
the Melbourne playwright. Burton Graham's "The Wrong Way 
Out of Bed" and "These Cats are Dangerous" in 1967. This 
theatre represented Australia in 1965 at Monaco's Theatre 
Festival with the play "Manly Ferry" by Vince Moran, but has 
failed to continue such active support of Australian drama, 
particularly local plays. The reasons for this are many. 
Initially the sixties were a peak in the development of B.A.T. 
and the idealistic support of local playwrights was part of a 
18 
Helen Haenke, Letter, The Courier-Mail, Feb. 1966. 
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general idealism being displayed in all facets of this 
theatre: acting standards were professional; performances were 
continuous throughout the week with two plays often running 
concurrently; plays chosen were topical, controversial; educational 
and entertaining; members were sufficiently dedicated to build 
a theatre twice in one decade after fire destroyed the new 
theatre in 1964; and the proposed professional theatre in 
Queensland was considered for B.A.T. The changes that occurred 
in the seventies which affected production of Australian and 
locally written plays, were not a diminishing of idealism, 
although many of those involved had left B.A.T. for professional 
enterprises in Brisbane or in the southern cities; but they 
were uncontrollable changes. Playlab was established to 
workshop new plays and assist playwrights and B.A.T. (together 
with Repertory, Twelfth Night Theatre, Villanova Players and 
the Queensland Theatre Company) took part in this organization, 
providing venue, some administration services and actors and 
directors. The professional companies playing in Brisbane 
in the seventies were given preference in obtaining royalties, 
and amateur companies or Little Theatres could no longer 
present 'new' Australian plays. The only 'new' plays available 
for production were those locally written or exceptionally avant-
garde. Both had minor appeal to Brisbane audiences. A Little 
Theatre in the city could not exist without audience support 
and box-office success to cover running costs. The economic 
situation of a theatre seating only 176 patrons did not make 
local drama a viable prospect. In addition the actors must 
be very good to carry a script that is not completely polished. 
2&1 
The annual professional theatre drain on the best actors from 
Little Theatres means a turn-over and training period too 
short to build a large group of competent actors. The sioall 
group of good actors CAnnot he. cast for all productions 
and some plays must have 'new' actors. This series of 
problems besetting the local playwright in production of his 
or her work may be overcome by Australia Council grant or 
Government subsidy. This would relieve the pressure of vital 
box-office success and include the possibility of professional 
assistance in director or actor, B.A.T. has not ventured into 
the area of artistic subsidy for production. 
Barbara Stellmach's play Not Even a Mouse was presented 
in May 1974 in conjunction with The First Queensland Festival 
of the Arts. No financial assistance from Government or 
Private sources was received, but a full season as a major 
production was given with the play being directed by 
Jenepher Debenham and designed by Max Hurley, both very talented 
in their respective artistic fields. David Rowbotham, The Courier-
Mail theatre critic, was supportive in his review but suggested 
the play could be improved and that the actors needed to 
relax. The total attendance over twenty performances was 
1428, which was an average of 34% of the house. With Yvonne 
Hooper's production of Melba by Paul Sherman, the reviews of 
both play and presentation were not good. 
Melba marred by uneven acting. 
Brisbane playwright Paul Sherman has 
written a remarkably well-informed play 
about the great prima donna With 
the need for a little more tightening 
up it is, nevertheless, a commendable 
piece of writing. It is therefore a 
pity that the company did not do 
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full justice to the play for the performance^ 
was marred by uneven casting and acting 
No toast for this Melba. 
A play called Melba opened at the Arts 
Theatre last week, but unlike the 
original prima donna it has little 
likelihood of making a comeback by public 
demand. 
In its present form it is long, dull, 
patronising and poorly performed 
Attendance amounted to 506 for ten performances with an 
average attendance at 24%. In that year, 1974, the theatre 
presented A Man For All Seasons with 100% attendance. Will Any 
Gentleman at 43.5%, A Streetcar Named Desire at 38.6%, The 
Slaughter of St. Teresa's Day at 34.7%, The Grass is Greener 
at 34%, Duet For Two Hands at 33.1% and Fings Aint Wot They 
Used T' be at 30%. In general these percentages are poor, but 
the following year showed four productions with well over 50% 
attendance and again in 1976 attendance was generally 60% and 
above. Attendance percentage is calculated on the total number 
of paying customers. The total attendance figures outlined for 
Melba and Not Even a Mouse include complimentary tickets. 
Nevertheless the B.A.T, Committee, in analysing attendance 
figures and expenses of new locally written plays, has been 
reluctant to include such plays in its programmes since 1974, 
The Shifting Heart and "The Golden Legion of Cleaning Women" 
were presented in 1977, the former being the most successful 
play of the year and the latter the most unsuccessful. It would 
19 
Ivor Wren, "Melba marred by uneven acting," The Australian, 
25 Sept, 2974. 
20 
Brian Johnston, "No toast for this Melba," Sunday Sun, 
29 Sept, 2974. 
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appear that the unpredictability in audience acceptance of 
Australian plays had diminished the possibility of their 
inclusion in the B.A.T. season, but artistic achievement, and 
standard of production and the quality of the written script 
play a significant part in this deduction. Not Even a Mouse 
and "The Golden Legion of Cleaning Women" are both 'old-fashioned' 
in content and are not well written plays. The Shifting Heart 
was an excellent production receiving awards within the theatre 
for Best play. Best Set Design and Best Actress. If the B.A.T, 
are to consider production of Australian and local plays the 
appeal of the play must be first to a director and actors of 
calibre and thence the audience may show due appreciation. 
Finally the impetus for accountability to Australian drama 
usually stems from an energetic, enthusiastic and talented 
theatre member such as Ian Austin or Jack Hollingworth. This 
person persuades the Commmittee to gamble on box-office success 
and also has the artistic ability to give the play the production 
it needs. Currently, the theatre lacks, in its amateur status, 
a member with the necessary commitment. 
The major achievement for any Little Theatre is the 
building of its own theatre. In 1959 the B.A.T. Committee under 
the then Director, Vic Hardgraves, decided that if this theatre 
was to progress in competition with the new T.V. age, it must 
perform in its own little theatre. A former second-hand junk 
shop known as "Dan's" at 220 Petrie Terrace was purchased for 
^600 and converted to the permanent headquarters of B,A,T, 
The Courier-Mail carried an article on June 23, 1959 entitled 
"Little Theatre buys a fulltime home". 
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A former second-hand shop ("Dan's") at 
210 Petrie Terrace is to become one of 
Brisbane's key theatre centres, 
B.A,T. will transform it into a 
centre including club and rehearsal rooms 
and a comfortable, intimate theatre. 
When it takes possession of the ^ 600 
property next Tuesday it will become the 
first of the main city theatre groups to 
acquire its own freehold home. 
Productions in the club theatre 
will supplement the group's major Albert 
Hall productions -^  
B.A.T. leased rooms on Petrie Terrace during the fifties 
and had realised that the area, though run down, was potentially 
excellent for a Little Theatre, The Commonwealth Trading Bank 
agreed to an overdraft of ^ 4,000 to assist with the purchase 
and to enable the building to be adapted as an intimate theatre, 
A small debenture loan of^1,000 was floated among members to 
assist in this work. The structural alterations were carried 
out by a building contractor under the supervision of architect 
John Dalton, but the painting and finishing was done by the 
members' voluntary labour. 
Eventually in September 1961, B.A.T. was ready for business. 
The first floor had become an office, wardrobe and general 
storage space, while the junkyard alongside the building was 
used to store decor and also functioned as a somewhat 'atmospheric' 
courtyard. The ground floor at Petrie Terrace level became the 
foyer, auditorium and stage. The auditorium had been raked 
and fitted with 144 lounge type seats from a recently closed 
cinema at Toowong. These seats had been donated by members at 
a CQSt oft^l/10/- each, and their names were inscribed on 
21 
"Little Theatre buys a fulltime heme," The Courier-Mail, 
23 June 2959. 
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small plates on the back of the seats. A control room for 
lighting and sound was built at the rear of the auditorium as 
there was no room in the wings. 
The stage, the full thirty-three feet width of the 
building, was a sort of lean-to with a depth of ten feet and a 
ceiling which sloped from a ten foot high proscenium opening 
down to eight feet at the back wall. A walk-way was built at 
the back of this wall, but the double doors and windows of 
this wall were sometimes included as part of the stage setting. 
Two very spartan dressing rooms were situated underneath the 
stage. 
The plan was to present plays on Thursdays, Fridays and 
Saturdays every week for a season of six weeks at the new 
theatre building, and, at the same time, produce at least three 
plays at Albert Hall, All major productions by the Repertory 
Theatre Society and Twelfth Night Theatre were then being 
presented at Albert Hall also. The B.A.T. Albert Hall productions 
were usually school study plays and always included the 
Shakespearian play set for the Junior Examination in schools. 
-These returned an assured income which was needed to finance 
the payments for the Arts Theatre itself.^ 
The Arts Theatre opened on 26 September 2962 with the 
production by the founders, Jean Trundle and Vic Hardgraves, of 
the Australian play The Multi-ColOured umbrella by Barbara 
^^ From this time, 2962, the building was referred to as the 
Arts Theatre, while the group itself was called B.A.T, or 
Brisbane Arts Theatre. 
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Vernon. The Premier, Mr, Nicklin, officially opened the 
theatre on 22 September. Newspaper publicity indicated that it h/d(^ 
to 
the Committee's intention eventually increase the size 
of the theatre to seat three hundred and to enlarge the stage 
and dressing room area. However, the present size was justified 
as follows: 
The size of the theatre was a deliberate 
choice. It is intended to improve the 
economics of production. It will also be 
an artistic advantage. 
A small theatre is easy to fill and every 
performance at the Arts Theatre should 
mean a capacity audience. This will 
erase production costs quickly, and will 
encourage actors, who naturally like to 
play to full houses. 
Its size will also mean economic productions 
of plays which will not attract large 
audiences - and these include many 
Australian plays. 
Brian Cannon (the Director) said "We 
can afford to try them out here, soiqething 
we couldn't do in a larger theatre". 
In his opening speech, Mr. Nicklin declared: 
the theatre filled a most noticeable 
gap in the cultural life of the community. 
He said the theatre was the first of its 
kind in Queensland and was a tribute to 
the energy and foresight of the group's 
members. The theatre is the only one in 
Queensland entirely owned by an amateur 
group. 
The Arts Theatre was not an overnight success. Houses 
gradually built up and the theatre prospered sufficiently to 
meet payments on the bank loan. An unexpected box-office success 
in 2963 was Harold Pinter's The Caretaker. This production. 
23 
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together with the presentation of Brisbane's first intimate revue, 
"Let's Go" really brought the theatre to the attention of 
the general public who began to outnumber the subscription 
audiences. This was profitable as subscribers paid only five 
shillings per seat and the public paid ten shillings. Subscription 
at two guineas including four such concession seat prices per 
show, could not keep the theatre solvent. 
Within a few years sufficient income was received for 
some renovations, the installation of air-conditioning and 
the purchase of a cottage next door providing rehearsal and 
office space and a venue for serving coffee to patrons during 
intervals. Some of the plays presented during those years 
were Death of a Salesman, The Admirable Crichton, The Remarkable 
Mr, Pennypacker, Blithe Spirit, Charley's Aunt, She Stoops to 
Conquer, Private Lives, Ned Kelly, I am a Camera, Playboy of the 
Western World, Ardele, Arms and the Man, Fresh Fields, 
Caesar and Cleopatra, Twelfth Night, Dandy Dick, The Winter's 
Tale and Oh Dad, Poor Dad. The newspaper reviews indicate 
the artistic strength this Theatre had achieved: 
Death of a Salesman 
Brisbane Arts Theatre's production at 
Albert Hall last night was a convincing 
avowal of fact. Catherine Sparks' 
production was ingenious and of a proportion 
which coped well with the play's deep 
penetration into human relations 
The Remarkable Mr. Pennypacker 
Some acting high spots, a poiished production, 
and a likeable play make Brisbane Arts 
Theatre's presentation of The Remarkable 
Mr, Pennypacker remarkab2e indeed. 
25 
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I thought it one of the most entertaining 
and novel comedies to come frcm the 
amateur stage this year 
Charley's Aunt 
For the first night performance last 
night, this impressively compact, new 
little theatre was full of people and 
laughter The whole performance 
kept fast and concise by a hard-working 
cast, was great fun - without descending 
into unmitigated burlesque 
She Stoops to Conquer 
Pamela Fagan gave a performance 
of dazzling virtuositu as the entrancing 
Miss Hardcastle 
I Am a Camera 
I Am a Camera, Christopher Isherwood's 
beautifully-drawn study of drifters in 
1930 Berlin, had all its moods caught 
by last night's Brisbane Arts Theatre 
production. Producer Bryon Williams 
brought out both the humour and the 
sadness of the characters, and he 
was well served by his cast 
The Playboy of the Western World 
Producer Jack Hollingworth has 
drawn from his cast a set of finely-judged 
performances which underline equally the 
brawling and the softness of the play in 
fascinating style 
The Caretaker 
The Brisbane Arts Theatre production of 
Harold Pinter's The Caretaker is an 
excellent introduction to the so-






J.D., "Among the best from 1961", The Courier-Mail, 14 
Dec. 1961. 
David Rowbotham, "Laughter Fills Arts Theatre" The Courier-
Mail, 2 Feb. 1962. 
James Duncan, "She took 'honours'". The Courier-Mail, 
22 March 1962. 
James Duncan, "Play in all the Moods", The Courier-Mail, 
22 June 1962. 
James Duncan, "Production excellent", The Courier-Mail, 
16 Nov. 1962. 
289 
Both the play and Ray Dunlop's production 
are first-class and the cast of three is 
superb 
Dandy Dick 
Pinero's comedy Dandy Dick had an uneven 
performance by Brisbane Arts Theatre at 
Albert Hall last night, but the ^d 
result was quite creditable..... 
These three years from 1961 to 1964 were certainly a high 
point in the development of Brisbane Arts Theatre, The energy, 
vitality and artistic standards of members were deserving of 
the praise received. 
By 1964 the Theatre was running smoothly and plans for 
extensions were discussed, Then early on Sunday morning 31 May 
1964, an electrical fault started a fire in the toilet block and 
within half an hour it and the stage were badly damaged. The 
Fire Brigade extinguished the blaze and the Theatre Director 
and Insurance representatives assessed the damage. It 
appeared that with a little hard work the theatre would re-open 
in a few weeks. However, a couple of hours later, smouldering 
material which had been overlooked by the firemen blazed up on 
the floor above the auditorium and spread quickly through the 
costumes and furniture stored there. The Fire Brigade arrived 
a second time and those costumes not burnt, were quickly 
ruined by water. Many of these were irreplaceable authentic 
period pieces. The top floor was gutted and the auditorium 
below was scorched and water sodden. It was a depressing and 
^^' James Duncan, "Theatre 'first' praised". The Courier-Mail, 
31 May 1963, 
^^' James Duncan, "Pauses marred comedy". The Courier-Mail, 
28 Nov. 1963, 
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heart-breaking sight for those who had worked so hard over the 
past few years. As soon as the news was heard over the 
radio, many members arrived at the theatre and began the task 
of cleaning up and of salvaging what they could. 
The play running at the Arts Theatre at that time was 
The Littie Hut and it re-opened the fo22owing Thursday with a 
new set and costumes at a small ballet theatre in the city 
without missing a performance. As You Like It was also 
scheduled to open that week at the Albert Hall and again 
new costumes and sets were made or borrowed and the show 
went on. The traditions of the theatre were certainly 
maintained. Appeals were made in the press for donations, not 
only of money, but of furniture, materials, clothes and 
costumes. All other Little Theatres rallied to the support of 
Brisbane Arts Theatre. The ballet theatre was not particularly 
popular with audiences, but performances continued there until 
a few months later when fire tragically damaged that theatre. 
No other suitable venue could be found for B.A.T,, so the 
Albert Hall major productions were the only presentations for 
twelve months. 
The Committee then had two alternatives. One was to ailow 
the insurance company to rehabiiitate the Arts Theatre to what 
it was before the fire with some minor improvements. The 
other was to reconstruct the building into something more 2ike 
a reai theatre. After many hours of discussion the Commonweaith 
Trading Bank was approached for a greatly increased overdraft. 
They were most sympathetic and offered the Committee a loan 
of^22,000. Leading Brisbane architect, John Dalton, was 
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commissioned to draw up plans to incorporate a bigger stage 
(thirty-three feet by twenty-five feet) and a balcony to 
increase seating capacity. It was not an easy task. The 
condition for site approval by the City Council was that the 
existing foundations and walls be used. However, after months 
of frustration with costs mounting all the time, the new 
building was near completion. A delightful paved courtyard 
planted with native sub-tropical shrubs and trees was 
constructed by voluntary labour in the old junkyard. This 
area was to be used for audiences enjoying refreshment at 
interval and after the show. 
The new Arts Theatre re-opened at 25 June 1965, just over 
a year after the fire. To woo patrons back, an intimate revue 
was presented entitled, "Run, Run, Run" devised and directed 
by Russell Jarrett, This was the fourth such revue that B,A,T, 
had presented. In 1962 Russell Jarrett presented "Let's Go"; 
in 1963 "Roll Yer Socks Up"; and in 1964 at Her Majesty's a 
revival of the best of both of these, entitled once again, 
"Roll Yer Socks Up", In November 1963 a press article 
declared the first two revues as having great impact, "Let's 
Go" ran for fourteen weeks and played to a total audience of 
6,500, "Roll Yer Socks Up" played a season of fifteen weeks 
to 7,000 people, Russell Jarrett was both talented and 
excited. An Interview with him in 1963 was published as follows. 
"In both cases we could have run 
for another two months but we had to 
close it to allow another show to come 
on," said Mr, Jarrett, 
"When I first decided to produce a 
revue I was told that Brisbane was not 
ready for it and lacked the sophistication 
to enjoy it," 
"The tremendous response has proved 
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there is a public here who need good 
entertainment." 
Mr. Jarrett said he concentrated on 
making the revues controversial 
Thus, to open the new Theatre, an intimate revue was 
selected. Theatrical personalities, in addition to the public, 
had given time and talent to the rebuilding and energetic 
work of placing the Arts Theatre on the 'theatrical map' again. 
The cast for this revue included Ken Lord, Jane Harders, Babs 
Wheelton and Bernard King, all T.V. personalities. The review 
gave praise to performance and theatre. 
In a brief ceremony at which the 
theatre was officially opened by the 
Education Minister (Mr. Pizzey), B.A.T. 
president (Dr. Steven Kinston) described 
the theatre as a "tangible expression of 
idealism". 
Let us hope that the group's flattering 
assessment of Brisbane's theatrical 
requirements is a correct one 
In the best traditions of modem intimate 
revue, a well-balanced cast of eight of 
Brisbane's best revue artists presents 
one of the most polished, professional, and 
daring pieces of theatre Brisbane has seen 
for quite some time 
This theatre must be seen by all Brisbane 
theatre-lovers, and with "Run, Run, Run" 
B.A.T. have .^issued an irresistable 
invitation. 
The revue ran for twelve weeks on Thursday, Friday and 
Saturday nights. During this season the two winning plays of 
the Warana Playwrighting Competition were presented on Monday, 
Tuesday and Wednesday nights for a four-week season each. 
These plays were Ian Austin's "Pancakes and Extras" and Rene 
Vance's "The Mayor of Muckadilla". 
33, 
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The new theatre seated 182 persons in air-conditioned 
comfort and had cost in the region of^ 20,000. The 
insurance covered^7,000 of that; ^2,000 was raised by 
public appeal; and the bank provided the remainder. In 
order to pay off the large debt, it was necessary for the 
theatre to be open for business as far as practicable every 
night of the year. This was a considerable undertaking as 
everyone, except the Secretary, was unpaid and worked at 
other jobs during the day. The plan of concurrent productions 
was necessary. The Monday to Wednesday presentations ran a 
four-week season and the Thursday to Saturday plays ran a 
six-week season. This provided some free nights for setting 
up productions and for dress rehearsals. Children's. plays 
were performed on Saturday mornings and afternoons. The 
problems this created had to be tolerated. 
The revue did not play to packed houses as the previous 
revues had done. The Warana plays did not attract large 
audiences either. Hopes of success were placed on the next 
major production, John Osborne's Luther. It was directed by 
Ray Dunlop and the title role was well performed by Brian 
Moll. The Courier-Mail claimed the production had "powerful 
dialogue, good casting and excellent direction" and was "a 
35 
memorable experience". Unfortunately, the production did 
not draw the expected audiences in this supposedly theatre-
starved Brisbane. The Committee were faced with the 
realization that unless good box-office returns were 
35 
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forthcoming very quickly, B.A.T. would have financial 
difficulties. The decision to concentrate on old and 
new box-office-success-type plays, rather than on avant-garde 
works which had become self indulgent for actors and directors. 
As no subsidy or financial help had been given by the State 
Government, the City Council or the Elizabethan TheatreTr<^'st^ 
financial responsibilities were the paramount consideration. 
The decision was justified as audiences gradually improved and 
in early 1966 the 'House Full' signs were regularly shown 
during J.B. Priestleij's When We Are Married and Emlyn Williams' 
Trespass. At the same time, conscious of the stated policy 
and of the undoubted responsibility to Australian playwrights, 
B.A.T. presented the premiere production of Helen Haenke's 
"Summer Solstice". Audience numbers were quite large and 
it appeared that this balance of old and new, tried and untried 
works, and consideration of audience tastes secured the 
financial position of B.A.T. 
Additional success was found in other activities such as: 
entry into one-act play festivals, a joint production with 
the Light Opera Company of The Boyfriend, vacation drama 
schools for young people and performance of plays for 
children at matinees. The future appeared to hold a significant 
place for the enthusiasm and talent of B.A.T. members, which 
in this year numbered one thousand. 
This surge of activity that had taken place since the 
new Arts Theatre opened in June 1965 had taken place without 
B.A.T,'s chief producer and co-founder, Jean Trundle. She 
died suddenly on 23 July 2965. In the last few weeks of her 
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life, Jean Trundle saw the opening of this completely 
unsubsidized Little Theatre, and she staged one of her 
most successful Shakespearian seasons with The Merchant of 
Venice on tour at the Church of England Grammar School, 
Toowoomba, Redcliffe and at Albert Hall. The following extracts 
of reviews indicate the high artistic standard achieved. 
School students who are not satisfied 
by the Arts Theatre's production of 
Shakespeare's The Merchant of Venice 
have only themselves to blame. B.A.T. has 
given the students the best it has to 
offer. The play has been treated in 
such a way which should make it 
palatable to the most anti-Shakespearian 
Junior student. 
Co-director Jean Trundle and Vic 
Hardgraves have kept their cast's 
deliveries at a commendable level, 
and great accent has been placed 
on the visual angle.,... 
. The "shade" of the late John 
Alden, lurking in the draughty wings 
and catwalks of the City Hall Theatre, 
would have been well content with what 
was unfolded at the two performances, 
for this presentation of "The Merchant" 
is easily the most exciting and 
original production staged at the City 
Hall for years. 
The co-producers, Jean Trundle and 
Vic Hardgraves, threw tradition to 
the winds and set forth the gayest, 
most colourful and robustious 
interpretation of Shakespeare's Classic 
tragi-comedy ever to gladden a 
reviewer's heart! 
Jean Trundle had been recognized for almost forty years 
as one of Brisbane's best teachers of speech and drama. She 
was the pivot around which B.A,T. revolved. To honour and 
36. 
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perpetuate her memory The Jean Trundle Memorial Drama 
Competition for Queensland Secondary Schools was inaugurated 
in 1966, as a fitting memorial to one whose life had been 
the promotion of a love of literature and theatre in young 
people. In that year thirty schools competed for the trophy 
and for $200 in prize money to be used for the benefit of the 
winning school's library or theatre. The trophy was an 
impressive piece of statuary of a scene from The Merchant 
of Venice executed by sculptor George Luke. This week-long 
festival of drama for Brisbane and nearby secondary schools is 
held annually in the Arts Theatre. 
The period of growth of B.A.T. from 1959 to 1966 has been 
dealt with in detail because it was the period of greatest 
achievement for the group. In July 1966 came an offer of 
professionalism by The Australian Elizabethan Theatre Trust. 
The executive director of the Trust, Stefan Haag, announced 
the hope of establishing a Queensland State repertory company 
by the end of that year. 
The establishment of this company 
would bring Queensland into line with 
theatrical development in the other 
mainland States, which have already 
trust-sponsored or trust-supported 
companies 
This announcement was followed by negotiations with the 
three major Little Theatres: B.A.T., Twelfth Night Theatre and 
Brisbane Repertory Theatre. The offer consisted of a subsidised 
permanent professional theatre in Brisbane in 1967 which was 
to be based at the Arts Theatre, the only suitable venue in 
38. 
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298 
Brisbane. The Trust produced its plays at the Rial to 
Theatre, West End and at Her Majesty's at that time. All three 
Little Theatre directors, Joan ffhalley, Babette Stephens and 
Ray Dunlop met with Stefan Haag who stated that 
all of the groups stood to gain 
something by combining for the formation 
of a professional company. 
"If they don't merge, the Trust may 
have to subsidize just one of them", 
he said. 
"The establishing of a professional 
company in Brisbane would certainly 
improve the standard of theatre, 
and would develop the tastes of _„ 
Brisbane's theatre-going public" 
Similar discussions had taken place many years before 
among the Little Theatre groups and a report of one such 
meeting was included in the chapter in this thesis on Twelfth 
Night Theatre. However, at this stage, B.A.T. could not 
foresee the gains of such a venture. In 1966 it was by far the 
strongest Little Theatre and the only one with its own theatre. 
Stefan Haag's plan included the merging of all assets of the 
groups. B.A.T. had assets of $100,000 which were far greater 
than the other Little Theatres, and would lose its theatre and 
a place for the many 'amateur-only' actors. All three Little 
Theatres in fact declined the offer, but pledged co-operation. 
It was gratifying to receive such recognition for effort and 
assets despite the suggestion that standards could be 
improved. It was significant also that the possibility of 
professionalism had arisen. It was to arise again twice in 
the following decade. The proposal by the Trust eventually 
— - ^ _ 
"Merger bid to get pro theatre". The Courier-Mail, 
23 July 2966. 
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became the forerunner to the creation of the Queensland 
Theatre Company in 1969, which was considered in more detail 
in the chapter relating to The College Players. 
The excitement engendered by the Trust proposal and the 
possibility of a professional theatre in Brisbane gave rise 
to newspaper Editorials and to an article by Bob Hart in 
August in The Courier-Mail. This journalist provided an 
excellent summary of the state of Little Theatre in Brisbane at 
that time. A considerable portion of that article is reproduced 
here as an indication of public feeling and attitudes to B.A.T. 
The Arts Theatre - Brisbane's most influential 
little-theatre group - will soon be faced 
with a decision on which the future of 
local dramatic presentation will rest 
The Arts Theatre is the strongest, 
most financial and most productive of 
the three groups. Since the opening 
of their new theatre in June last year, 
they have - apart from a few short 
lay-offs - provided Brisbane with 
six nights of theatre each week. 
Their choice of plays is usually 
adventurous, and the standard of 
most of their productions is high. 
The group's assets total almost $100,000. 
And then we have Twelfth Night -
rather a different proposition. This 
group, too, is strong in the field 
of selection and production. But 
their theatre - the tiny, 95-seat 
Gowrie Hall - prevents even their 
most successful productions from 
being real moneyspinners. The 
group's material assets are small -
at best they would amount to about 
$15,000. 
But they have one invaluable asset 
- their energetic, dedicated, and 
tremendously capable director Miss 
Whalley. 
And finally, there is Brisbane 
Repertory. This group has, for 
years, relied on its large membership -
a membership which it is in serious 
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danger of losing. 
The group's annual output of production 
is small. This year it will offer about 
five major productions. But their 
biggest problem is in the selection of 
plays - a field in which their executive 
flatly refuses to move with the 
times The group does not own its 
own theatre, but possesses real estate 
holdings in Hale Street which have been 
estimated to be worth between $20,000 
and $30,000. 
Just from these facts it becomes 
obvious that an equal amalgamation of 
the three groups is out of the 
question. 
The Arts have everything they need for 
professional theatre - an air-conditioned, 
182-seat theatre, an active committee, a 
strong company of players, and a 
reputation for worthwhile theatre 
which attracts players from both the 
other groups. 
The committee is well aware that if 
they do not merge with the other two 
groups the offer from the Trust must 
come their way. 
As things stand, they have complete 
control of their theatre - the 
theatre built by their own hard 
work and foresight. 
If they do turn professional, they 
will certainly attract even the 
most faithful Twelfth Night and 
Repertory players. 
As I see i t , the problem is not 
whether the groups will merge. They 
will not. The problem is simply 
whether or not the Arts will turn 
professional. And I think they 
must 
This was persuasive material supported by material facts 
and by artistic achievement. Bob Hart continued his article 
by asking what B.A.T. had to lose and questioning why the 
40 
* Bob Hart, "Brisbane to have a Professional theatre company?" 
The Courier-Mail, 24 Aug. 1966. 
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offer had not been taken up immediately. This negative side 
of the problem included the very reasons B.A.T. refused 
professionalism. 
What do the Arts have to lose?.... 
There is the risk of loss of identity. 
Just how much control would the Trust 
wish to exert? Would the Trust leave 
the theatre, and the sizeable 
commercial proposition it would become, 
in the hands of its present committee? 
Would the Trust be prepared to retain 
the group's present director or would 
it insist on installing an experienced 
professional director from the south? 
Would professionalism in the Arts 
mean that the "little people" would 
be pushed out - that the real amateurs 
for whom and by whom the theatre was 
built would no longer have an outlet 
for their sub-professional talents?.... 41 
The conclusion to this article encompassed a dramatic 
statement. The implications and developments following this 
1966 statement of events embody the very nature of Little 
Theatre in Brisbane in the 1970's. Bob Hart gave out this 
challenge to the B.A.T. Committee. 
In the hands of the Arts has been 
placed not only their own future, but 
the future of all theatre in this city. 
Brisbane has waited a long time for a 
professional theatre company. We 
have insisted that we are worthy of 
one and we are about to be given a 
chance to prove At - a chance that 
must be taken. 
Had the three Little Theatres merged into a professional 





for actors and audiences in Brisbane would have disappeared. 
This occurred in Melbourne and in Sydney. The Melbourne 
Theatre Company grew out of the student Union theatre at 
Melbourne University and it now continues to spread, 
opening subsidiary professional companies in the city. The 
dedication of Little Theatre workers has no place in the 
commercial world of big money artists and sets, highly 
priced seats and esoteric theatrical interpretations. A 
similar development took place in Sydney once large subsidies 
became available. 
When the B.A.T. Committee decided not to accept the Trust 
offer, not to become professional. Twelfth Night Theatre and 
Brisbane Repertory Theatre should have sighed with relief. The 
healthy and vital competitive spirit that existed among these 
three Little Theatres formed the climate into which the 
professional company, the Queensland Theatre Company entered. 
The Trust, refused by B.A.T., began negotiations with the 
State Government to build a theatre for a State Company. The 
S.G.I.O. Theatre, then on the drawing block, was nominated as 
the Government answer to the Trust request. In the intervening 
years both Twelfth Night Theatre and Repertory Theatre built 
performance areas to supplant the old Albert Hall, and both 
grew in strength and artistic viability. Thus when the 
Queensland Theatre Company opened, the spirit of artistic 
competition was a valuable yardstick by which to work. This 
has not changed. The strength of this State professional 
company can be measured in the flow of Little Theatre actors 
to the company and also by the determination of B.A.T. and 
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Repertory to draw audiences and continue their financial 
credibility in the face of the enormous subsidies to 
professionalism. 
The "thriving self-made theatre" received a challenge 
that solidified the reasoning that Little Theatres in 
Brisbane are different from those in other cities. Repertory 
and B.A.T., despite amateur status, small subsidization and 
'Little Theatre' categorization, provide realistic competition 
for the professionally established theatre in Brisbane. "The 
future of all theatre in this city" that Bob Hart claimed 
lay in the hands of B.A.T. has been assured by the strength of 
the decision for the Little Theatres to remain a continual 
challenge to professionalism. 
Two subsequent ventures in professionalism for B.A.T. 
involved short term employment of the professional actors and 
directors Bunney Brooke and Owen Weingott. Both were unwise 
moves for B.A.T. Owen Weingott was brought from Sydney in 
1972 to play Othello in Russell Jarrett's production of that 
play. The rehearsal and performance season was marred by the 
schism which occurs when amateur and professional actors work 
on stage together. Bunney Brooke was invited to the Arts 
Theatre at the suggestion of Australian playwright Burton 
Graham to perform in his play "These Cats are Dangerous" 
in 1967. Earlier that year "Breakfast with Julia'by Burton 
Graham had been successfully directed by Brian Moll. The 
Director of the Theatre at that time was Ray Dunlop who had 
never lost the urge for professionalism since the Trust's 
invitations. Committee members at the time report that Ray 
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Dunlop presented the group with figures and graphs which 
explained the workability of the Theatre as a professional 
company. His proposals were carefully planned and were 
indicative of his talent and zeal as Director of B.A.T. 
Committee members at that time included Jack Hollingworth, Ian 
Austin, Ross Barber, John Mayne, Alan Denby, Vic Hardgraves, 
Bryon and Marie Williams, Brian Moll, Cath Sparks and Kevin 
Radbourne. The performance Bunney Brooke gave in the one 
woman show "These Cats are Dangerous" was quite brilliant, 
so in two months time when Betty Ross withdrew from the cast 
of Come Back Little Sheba, Ray Dunlop as Director of B.A.T. 
and actor in Come Back Little Sheba persuaded the Committee to 
invite Bunney Brooke to return. In addition to acting and 
directing, Bunney Brooke conducted regular senior workshops 
and occasional junior workshops. Accommodation was arranged by 
the Theatre Director and she was paid for her teaching. In a 
sense, she was paid as a professional artist for her services 
at B.A.T. Bunney Brooke's workshops were extremely 
successful. There was a quality of entertainment in her 
teaching and the young people in the Theatre regarded her as 
an idol or heroine. She encouraged this and it is possible 
that her approach caused a division of feeling between the 
young members and those long standing members referred to as 
the "old guard" by the present Director, Kevin Radbourne. The 
plays Bunney Brooke directed: A Delicate Balance, Incident at 
Vichy and Member of the Wedding, received good reviews and a 
great deal of publicity. Two children's plays "Trumbo the 
Clown" and "Trumbo's House", directed by Bunney Brooke 
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and with herself as 'Trumbo', were also artistically successful. 
Katharine Brisbane recorded this achievement in an article on 
Little Theatre in Brisbane in The Australian newspaper. 
I also dropped in on the Arts 
children's theatre to see Bunney Brooke 
in a new tale of her clown Trumbo, 
Trumbo's House. This is theatre in the 
simplest elements of the dramatic 
imagination, and is excellent for the 
littlest children. 
However, a dispute over payment of royalties occurred 
because of originality of authorship. This was never solved, but 
it was the beginning of an undercurrent of tension. At the 
1968 Annual General Meeting a confrontation took place with 
Jack Hollingworth nominated as Director of the Theatre to 
44 
challenge Ray Dunlop. In a recent Interview Kevin 
Radbourne, who was a Committee member in 1967 and 1968, 
suggested that the "old guard" were aware of the influence the 
presence of Bunney Brooke was developing. Had they been better 
prepared the matter would have been resolved at that time. However, 
"the incumbent director was superbly prepared with a report and 
arguments" and as a result he was re-elected. The few months 
which followed were tense and a strain on the harmonious 
administration of the Theatre. Bunney Brooke did not appear to 
be concentrating on her artistic activities. Conflict arose 
between her and Ray Dunlop, Director of B.A.T. His health 
deteriorated and eventually he resigned as Director. Brian 
Cannon resumed Directorship in mid 1968 and Bunney Brooke left 
43. 
Katharine Brisbane, The Australian, June 1968. 
44. 
Kevin Radbourne, Personal Interview^ 16 July 1978. 
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B.A.T. and Brisbane during that year. 
The period of time between 1961 and 2969 had included 
remarkable growth in assets, members and artistic standards. 
And it had included the activities of some particularly talented 
figures. Some were personal fame seekers, and others, such 
as Brian Cannon, Jack Hollingworth, Ian Austin, Bryon and 
Marie Williams, Alan Denby and Kevin Radbourne worked for the 
B.A.T.'s continued growth. Jack Hollingworth had contributed to 
the artistic development of B.A.T. enormously by directing at 
least two plays each year since 1955. His interest lay in 
aj\d 
the plays of Shakespeare in Australian plays, but he was 
also responsible for the productions of Cat On a Hot Tin Roof 
in February 1959 and The Lady's Not For Burning in 1968. In 
all. Jack Hollingworth directed seven Shakespearian plays 
between 1956 and 1970. Between 1956 and Jean Trundle's death 
in 1965, Jack Hollingworth directed five of the annual 
Shakespearian presentations; Jean Trundle herself directed 
three; Brian Cannon, one and Ray Dunlop, one. This was seen as 
an honour for Jack Hollingworth as Jean Trundle had always 
directed the chosen Shakespearian play for the year since its 
inauguration in 1943. Not only was Jack Hollingworth valuable 
as a director of plays, but his legal and financial advice was 
the driving force behind the purchase of the old building on 
Petrie Terrace in 2959. The granting of Life Membership to 
Jack Hollingworth was a fitting reward for his artistic 
services and his stability as a Committee member. 
Prior to 2961 occasional productions for children had 
been staged, particularly as Christmas pantomimes. But in 2962 
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the production of Dot and the Kangaroo marked a return to 
more frequent children's entertainment. Dot and the Kangaroo 
was followed in 1963 by Ian Austin's production of Toad of Toad 
Hall which played in the evening as well as matinees on 
Saturdays. Then, at the end of 1965, Ron Phillips directed 
Hansel and Cretel as the beginning of seasons of Saturday 
matinee performances of children's theatre. Two performances at 
20am and 2pm were given for a season of approximately six weeks. 
This has continued, almost without a break, since then. There has 
been a move away from the Traditional plays of Alice in Wonderland, 
Pin.occhio and Cinderella to adaptations of familiar stories and 
scripts such as "The Greedy Little Piggy", "The Magic Wishbone" 
and "Kedar, the Kangaroo Boy", written by members. In 1969 
Jay McKee and Jan Bates wrote Raggedyanne which was later 
performed by theatres in Sydney and overseas. The Courier-Mail 
review was most favourable. 
A new children's musical fantasy opened 
in a burst of colour at the Arts Theatre 
yesterday. Raggedyanne, created by Jan 
Bates and Jay McKee, with choreography 
by Anita Harvey, is an enchanting 
spectacle of make believe. 
The script is packaged with the 
delightful imaginings usually only 
found in the minds of children and 
too often lost in the soberness 
of adulthood 
Alan Denby, Joyce Berendes and Jill Morris wrote and 
produced plays for children in the years 1968 to 1972. With 
Yvonne Hooper's entry into children's theatre at B.A.T. and 
her associated activities with workshops on Saturdays for 
45 
Laurie Douglas, "Children's fantasy enchants". The Courier-
Mail, 16 March 2969. 
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children, casts began to include children. The 'ta.n'iartA 
set by these five children's theatre producers has not, in 
recent years, been maintained; the Saturday afternoon 
entertainment seemed out of synchronisation with the remainder 
of the theatre's artistic policy and guidance. A variety of 
personnel with melodrama and pantomime in mind, created 
poorly produced shows in which children screamed for villains 
and experienced very little 'enchantment'. Jay McKee has 
returned from a lengthy overseas stay and it is hoped that 
his influence will upgrade the standard of theatre for children. 
The nineteen sixties were remarkable years for B.A.T. 
Appendix XII of this Thesis sets out in Table form a 
summary of the Annual Accounts for those ten years. From this 
summary, it can be noted that over that period of time, excess 
of Income over Expenditure amounted to $33,334. Of that 
amount, with the exception of $1,000 subsidy from the Australian 
Elizabethan Theatre Trust and $2,000 from the State Government 
Department of Education, all accumulated excesses were by way 
of members' subscriptions, sundry donations from interested 
patrons of the Arts, social functions and profits from the 
Theatre's operations. This solid financial state combined 
with the need for additional storage and rehearsal space led to 
plans for a building on the Cottage site, thus making the whole, 
or Theatre complejc. It was to include workshop areas, club 
and bar facilities, additional wing space for the stage and 
prestige office and rehearsal space. When Kevin Radbourne was 
invited to stand for election as Director in 1972, he 
accepted these plans as a basis for his artistic policy: 
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My basic policy was to present plays 
that entertained, to get as many people 
as possible into the theatre, because 
of what we were planning to do on the 
Cottage site 
The plans for development changed when a corner building 
was purchased for investment and space; when prices increased 
for the new building; and fundraising failed to meet the 
required $20,000 to balance the bank loan and Government subsidy 
to $80,000. Council regulations regarding parking space and 
truncation of areas bordering streets made the plans totally 
unfeasible. The Committee was forced to inform the Government 
it could not use the subsidy. The Council stepped in again 
advising B.A.T. that the office in the Cottage was illegally 
positioned and that some alterations to the Theatre itself 
for Fire regulations must take place. Thus extensions to the 
Coffee Bar for construction of an Office and the required 
Theatre alterations were carried out. The Government gave 
$20,000 for this building as a dollar for dollar subsidy. Recent 
renovations to the Cottage and corner house have been carried 
out by the Theatre operating on a bank overdraft. The present 
annual subsidy from the State Government is $20,000 for 
assistance with administrative costs, workshop tutelage, 
musicians fees and children's theatre development; it is not 
to be used for equipment or capital expenditure. 
Currently the theatre is open every week of the year, 
the first play for each year opening on New Years Eve. The 
46, Kevin Radbourne, Personal interview, 26 July 2978. 
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Director reports that this is driving the voluntary personnel 
to the limit and quality begins to suffer. Thus, in 1979, 
the intention is to present eight major productions, rather 
than the eleven presented in 1977. Each will play 
for a season of six weeks, rather than five. During the 
seventies the theatre has survived the competition of two major 
professional companies: the Queensland Theatre Company and 
Twelfth Night Theatre. It still 'pays its way' and at times 
has drawn better audiences than the professional companies. 
The question of professionalism at B.A.T. arose on two further 
47 
occasions, as mentioned earlier: when Twelfth Night Theatre 
re-established itself in its new theatre as a semi-professional 
company, and when Repertory Theatre appointed Rick Billinghurst 
as full time Artistic Director of their Theatre in 1976. 
However, it was considered that the economic results of turning 
professional would be unfavourable in the long term. During 
Kevin Radbourne's Directorship the activities of the Theatre 
have increased to such an extent that an Administrator, Ray 
Dunlop, was appointed to share the responsibilities. A 
costume hire service has been formed and full time staff are 
employed in this costume area and in set construction and 
maintenance. Currently the theatre employs five persons, but 
the advantage of Little Theatre is that more or less support 
staff can be employed as finances fluctuate. The present 
position was summed up by the Director: 
If we can maintain ourselves as we 
are now, continuing a good quality 
^^* p.29i. 
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standard of production and performances, 
the Theatre will remain a viable 
proposition, as audience patronage 
confirms the belief that there is a 
place for this Theatre 
With the increase in support staff, the 
amateur spirit, which is the life-blood 
of this theatre, started to wane. 
Society is spoon-fed we expect 
these services. Yet the members' 
resourcefulness and improvisation are 
not being utilized 
J don't believe we can ever become a 
professional theatre and be a viable 
financial proposition because of the 
seating capacity (176) of the Theatre. 
'Amateur' is the niche into which 
we are firmly entrenched and I 
believe that's how the Arts Theatre 
should remain 
The statements are an honest appraisal of B.A.T. Because 
of its proscenium stage, box sets and voluntary workers it is 
difficult for the theatre to be used during the day. It may 
appear to be wasted space, but actors could not dismantle and 
erect sets for each performance. Some productions have been 
highly acclaimed, though , as with other Little Theatres 
there ars. uneven acting teams at times. But the audiences 
return and group bookings are exceptionally supportive. B.A.T. 
has a reputation for entertainment. It does not test its 
audiences with avant-garde, experimental theatrical pieces. 
However, it is unfortunate that the Director used the phrase 
"firmly entrenched", which is open to misinterpretation. 
Some memorable productions have occurred in the seventies such 
as The Devils directed by Peter Michael, The Little Foxes and 
48. 
Kevin Radbourne, Personal Interview, 16 July 1978, 
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The Heiress directed by Russell Jarrett, Fairy Tales of New York 
directed by Jane Atkins, Engaged directed by Rob Jordan, The 
Crucible, A Man For All Seasons, Measure for Measure and 
Aberlard and Heloise directed by Ian Thomson, Witness for the 
Prosecution directed by Jenepher Debenham, A Bequest to the 
Nation directed by Kevin Radbourne and recently Butley 
directed by Ian Thomson. None wjm indicative of the 
passivity generally associated with 'firm entrenchment'. The 
phrase was intended not to oppose experimentation, change and 
challenge, but simply to affirm B.A.T.'s intention to remain 
solidly and stably as Little Theatre, and amateur. 
The significant conclusion drawn from a study of the 
development of B.A.T. is that its moment of glory occurred in 
the mid sixties. That was when the greatest challenges and 
bL.:U^uns^ for the future were made. The seventies seem 
to have been a resting time in vitality and action. Other 
Little Theatres, such as Repertory Theatre and Twelfth Night 
Theatre experienced a period of achievement and change in the 
seventies. It is important too, that the changing society is 
making more demands on our leisure activities. The level of 
involvement and commitment by the individuals who comprise 
Little Theatres cannot continue ini?finit ly. 
The personality of a Little Theatre is a mark of the 
people within i t . The personality of B.A.T. is markedly 
different from Repertory Theatre and each is best expressed 
in the words of its Director: 
One of the best things about retaining 
our identity is the feeling of belonging, 
of all working together. You, the active 
members of the Theatre, especially those 
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united to present each play who display 
the camaraderie, the bond that welds and 
keeps the Theatre alive and gives it 
strength. When praise is given to the 
Theatre, it .is due to each and every 
member 
The 'thriving self-made' Theatre; the 'family that plays 
together, stays together'; this is Brisbane Arts Theatre in 
the seventies. 
At Repertory Theatre, on the other hand, members are 
being educated in their Director's philosophy of "La Boite 
Theatre's Energy Wheel". 
The Theatre's purpose of existence 
and role within the community then, is 
to provide the community with theatrical 
leadership through artistic innovation -
via the Energy Wheel 
The challenge Little Theatre provides for the Queensland 
Theatre Company is made all the greater by two Little Theatres 




Radbourne, Kevin. "Director's Report for 1977", 
19 Feb. 1978. 
Billinghurst, Rick. Statement of La Boite Theatre (Repertory) 
future policy. May 1978. A full description of this Energy 
Wheel policy occurs on pp.3io'SS%-
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CHAPTER IG, 
THE BRISBANE REPERTORY THEATRE 
"Enterprise, Action and Innovation" 
Brisbane Repertory Theatre must be considered as the 
longest running most successful Little Theatre in Australia 
today. Formed in 1925 it has continued to perform regularly 
since then, and remains now a vital, active and artistically 
important group performing in its own modern theatre complex a 
variety of programmes for the entertainment and education of 
children, youth and adults. The early history of the Brisbane 
Repertory Theatre Society, as it was then called, is similar to 
Irene Mitchell^ Little Theatre in Melbourne and to Doris Fitton's 
Independent Theatre in Sydney. Neither of these Little Theatres 
exist today. The Adelaide Repertory Theatre, the longest 
running Little Theatre in Australia, has not attained the 
standard of artistry, nor the scope of activity that Brisbane 
Repertory Theatre displays in the seventies. During the fifty-
three years that this Little Theatre has existed, there have 
been periods of passivity when choice of plays lacked interest 
and innovation. For too long, the group was homeless and 
performed in a variety of venues expecting audiences to follow, 
loyally supporting the players. The decision in the late 
sixties to build a theatre-in-the round and the later decision 
to employ a professional theatre Director were provocative 
gambles that seem to have paid off. 
The present theatre's reputation is enhanced by the 
individuality and harmonious working differences displayed by 
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Brisbane Repertory Theatre and Brisbane Arts Theatre, thus 
enabling each to achieve success with different sections of the 
theatre going public. 
1 
The Brisbane Repertory Theatre was founded in 1925 by a 
group of theatre enthusiasts led by the late Barbara Sisley and 
Professor J. J. Stable with the aims of "fostering the love of 
drama in the community by the production of plays of a high 
literary standard and keeping the door of the drama open to 
lovers of the theatre who have so little opportunity in Brisbane 
2 
to see performances on the professional stage". Both these 
people had associations with existing theatre societies at that 
time. Barbara Sisley led a group of actors who were students 
in her Speech and Drama Studio, known as the Barbara Sisley ' 
Players; and Professor Stable, as Professor in the English 
Department of the Queensland University, was associated with 
the University Dramatic Society. The September 1954 Repertory 
newsletter. Volume 8 Number 3, announced a fund raising appeal 
by a special committee and the University Senate to build, as 
a Memorial to the late Professor J. J. Stable, a Tree Theatre 
in the grounds of the St. Lucia University. However, both 
these groups of actors were restricted in membership and a new 
society would overcome that problem. In an article entitled 
"Repertory the guiding light of Little Theatre" written 
in 1956, Roger Covell gave the reason for forming the society 
as follows: 
1 Hereinafter referred to as Repertory„ 
2 Programme Note, Souvenir Programme "1066 and All That" 
Nov., 1940. 
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They wanted to produce the best plays here 
with local actors in them, and they wanted 
to gather together all the city's available 
talent for the purpose 3 
The most interesting account of Repertory's formation was 
written by the late George Landen Dann, a life member of the 
theatre. The notes were entitled "Repertory Ramblings" and 
were written in 1956, the same year that Roger Covell gave his 
historical account of the theatre. 
. . . How the Brisbane Repertory actually began 
has always been a matter of mild dispute. 
Some say it was Professor Stable's baby -
others that it was Barbara Sisley's. I favour 
the latter. Just at that time there was a 
surge of Little Theatre formation in the 
Southern States and Miss Sisley, who always 
kept her finger on the pulse of such things, 
had in Brisbane her own Dramatic Company and 
knew the scope and possibilities of that form 
of entertainment in Brisbane. She had also 
a very gracious way of making bullets for 
others to fire and a still further gracious 
way of making those who fired them fe&l it 
was a privilege to do so. Such was the 
Sisley charm. So, determined that Brisbane 
shouldn't be out of the swim of the Little 
Theatre current, she suggested to Professor 
Stable a Repertory Theatre must be formed in 
Brisbane and Professor Stable, a keen 
supporter of the drama himself, rallied 
supporters mainly from the University - and 
well, fired the bullet by calling a meeting 
at which he was appointed President, Miss 
Mona MacDiameird secretary and Professor 
Michie treasurer. Then he took a play along 
to Barbara Sisley and said "we'd like you to 
produce this." With the result that on 
Friday, July 31st, 1925 at the Theatre Royal 
in Elizabeth Street, the dream of Repertory's 
founders became a reality in the production 
of A.A. Milne's light comedy, 'The Dover 
Road'. Everybody with the remotest interest 
in theatre was there 
Although the Repertory Theatre activities and performance 
Roger Covell "Repertory... the guiding light of Little 
Theatre." The Courier-Mail, 30th Jan. 1956. 
Landen Dann, George, "Repertory Ramblings," 1956. A 
personal notebook found posthumously in 1977. (Fryer 
Library, University of Queensland). The material in this 
notebook is very similar to that in Roger Covell's article 
published in The Courier-Mail, 30th Jan. 1956, referred to 
in Kote 3. 
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area are very different in the seventies, the policies and 
objects of the theatre show less evidence of change. Four of 
the Constitutional Objects are the same as those appearing in 
the 1925 Constitution. The Brisbane Arts Theatre 1978 
Constitution differs considerably from the 1936 introductory 
statement of policy and objects. It is significant that 
Repertory has those same objects in 1978 as it had in 1925. 
The Council of Repertory in 1925 established the following 
Objects: 
- To stimulate public interest and to promote 
public education in the drama and to 
encourage the study and development of the 
best in dramatic literature and art. 
— To produce from time to time plays of liisrary 
or dramatic merit and educational value not 
usually on the commercial stage. 
- To engage in the production of plays for 
cinematographic reproduction. 
— To acquire the rights in any play or plays 
and to levy royalties upon the production 
of same.^ 
Between 1925 and the current Constitution redrafted in 
tic March 1978, the addi onal Objects have been included 
A 
To establish and/or otherwise conduct a 
drama school or schools and hold classes 
in drama, literature and such other 
subjects with respect to the production of 
drama and plays as may promote dramatic 
art of the theatre for players and members 
of the theatre and the public at large and 
otherwise encourage the dissemination and 
appreciation of the arts. 
To produce plays and to arrange readings 
of plays for transmission by radio broad-
cast or by other form of wireless 
communication. 
To encourage and promote dramatic author-
ship by the holding of competitions, the 
grant of prizes and awards and the 
production of plays by local or Australian 
authors and otherwise. 
Constitution of Repertory Theatre, 1925. 
318 
•^  To establish and maintain a library or 
libraries for the purpose of the Theatre. 
-^ To establish, promote, support, co-operate 
with, amalgamate with, subscribe to or 
assist any other Theatre, Institution, or 
Association whose objects are altogether or 
in part similar to those of this Theatre. 
- To institute, establish, found, grant and 
award or to contribute to scholarship 
bursaries, prizes and other benefactions 
tending to the encouragement of dramatic 
literature and dramatic art. 
- To employ such officers, teachers, lecturer 
producers and other persons as may be 
necessary from time to time to give effect 
to the Objects of the Theatre. 
The remaining ten Objects deal with purchase of property, 
construction of buildings, securing of finances and debentures, 
investing monies, making and receiving donations, printing and 
publishing books or leaflets and applying the income and 
property of the Theatre to these objects. Artistic policy 
was placed in the hands of an elected Council and the 
associated Casting, Reading and Activities Committees. Through-
out the fifty years^continuous performance this artistic policy 
has been guided by the Executive Officer; President or Director. 
In 1925 Barbara Sisley as chief producer of plays adopted a 
policy of education and high literary standard in drama. 
During the fifties and sixties, Babette Stephens and Gloria 
Birdwood-Smith were the main producers with Babette Stephens 
as the Theatre^s first Director. Artistic policy changed some-
what and the emphasis was upon entertainment through mysteries 
and comedies. Socially, Repertory abounded in activities which 
included "cocktail parties, evening parties, progressive 
dinners, dinner dances, at homes, and a Melbourne Cup-day 
6 Redrafted Constitution of Repertory Theatre, 1978. 
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7 luncheon and a Christmas party." In 1968 Jennifer 
Blocksidge took over as Director of the Theatre and under her 
guidance the Theatre's workshop became extremely active. 
Artistic policy was demonstrated in plays that were challenging 
and new. In 1972 the new La Boite Theatre was opened by 
Repertory and the policy was confirmed "to produce, where 
possible Australian plays, or plays of particular interest 
o 
otherwise unlikely to be seen by Brisbane audiences." 
In 1976 Rick Billinghurst was appointed as the first 
professional Artistic Director of La Boite and he developed a 
policy of Community Theatre in the complete sense. A 
diagrammatic explanation of this present artistic policy 
represents an 'Energy Wheel' which attempts to draw together 
all aspects of the Theatre's activities in the direction of 
innovatory artistic leadership for the Community. It is 
explained thus: 
There is a need for a total approach towards 
the community by our Theatre to show that 
Art and Life are indivisible. This 'loosely' 
can be called education or leading. La Boite's 
Energy Wheel for community contact, expression 
and beyond, is an attempt to transform the 
Theatre, to illustrate and carry out this 
proposition.... " 
Community awareness has always been present in this 
changing artistic policy. However, it appears that Barbara 
Sisley and Rick Billinghurst were akin in their aims of 
fulfilling a theatrical need in Brisbane which commercial and 
professional enterprises did not satisfy. Both these leaders 
7 Gloria Birdwood'-Smith. "Brisbane Repertory Theatre," 
Youth, Jan - Feb., 1961. 
8 Notes entitled "Background to La Boite" printed in 1978 by 
Repertory Theatre. 
9 Notes entitled "La Boite Theatre's Energy Wheel" printed 
by Repertory Theatre, 1978. 
320 
a3 
saw their roles innovatory and both were motivated towards 
recognizable artistic achievement. 
In 1925 and 1926 only three productions each year were 
offered. This number increased in the following ten years to 
five or six productions annually. Until 1942, Repertory 
performed in nearly all the available theatres in Brisbane: 
the Theatre Royal in Elizabeth Street until 1928, thence the 
old Bohemia in Stanley Street, to His (now Her) Majesty's, the 
Old Cremorne in Stanley Street, the Princess Theatre in 
Annerley Road, South Brisbane, the Rialto at West End and 
finally Albert Hall in 1942. Sometimes Repertory toured to the 
Gold Coast, Warwick and Toowoomba particularly if the play was 
being studied in schools. The Dover Road and Alice-Sit-By-the 
^l^e were the major productions in 1925. Both were sentimental 
plays and aimed at establishing the group in public interest. 
Newspaper publicity for The Dover Road exemplified this: 
The Dover Road, another brilliant play, by 
A.A. Milne, the author of Mr, Pim Passes 
By, will be offered at the Theatre Royal 
tonight and tomorrow night, as the initial 
production by the Brisbane Repertory Theatre 
Society. It is the object of the society to 
present plays of literary merit, which have 
been overlooked by Australian Theatrical 
Managers, and in making the choice of The 
Dover Road, the society is providing a play 
which should satisfy the tastes of the most 
exacting of playgoers. It abounds with 
sprightly wit for which its author is famed, 
and besides its interesting story of a man 
who waylays runaway couples there is plenty 
of subtle characterization and opportunity 
for acting . . . The amateur cast, which has 
been rehearsing under the direction of Miss 
Barbara Sisley, includes Miss Grizel 
Lockhast Gibson, Mrs. F.W. Robinson, Messrs 
A. Devereux, R. Macqregor, G.W. Harding, and 
Dr. A. T. Nisbet... ^^ 
10 "The Dover Road". The Brisbane Courier, 31st July 1925. 
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In the four years between 1936 and 1939, the then newly 
formed Brisbane Arts Theatre produced three plays by A.A. Milne 
and also J.M, Barrie's Alice'^Sit^By^the Fire. The policy of 
this Theatre was stated as 'presenting plays that have popular 
appeal, entertainment value being a most important qualification!' 
In the eleven years between Repertory's first production and 
B.A.T.'s first production, society and community needs and 
attitudes would hardly have changed from accepting a play as 
'education in the drama . . . and the best in dramatic literature 
and art' to 'popular entertainment', Nevertheless Repertory 
was given excited commendation for this first production and 
hailed as challenging the community to new artistic awareness. 
"If the Repertory Movement in Australia is 
to flourish and become a great and joyous 
power for the enlarging of the communal 
mind of the nation, then there must be no 
haphazard production; there must be no 
enthusiastic but misguided rushing of fine 
plays on to the boards. That way lies the 
damnation of the Australian Repertory 
movement." This dictum, which was laid 
down by Gregan McMahon, father of the 
repertory movement in Australia was followed 
zealously by the Repertory Society of 
Brisbane at its first performance at the 
Theatre Royal last night. Nothing was left 
to chance. The cast was admirably chosen, 
and the large audience - a most encouraging 
start off for the society - was held by the 
splendid acting for two hours and three-
quarters. 
. . . The players, one and all, rose to the 
occasion, and satisfied the sceptics that 
the repertory movement in Brisbane has come 
to stay; it will grow from strength to 
strength; it will "enlarge the communal 
mind," and prove a "great and joyous power" 
in our cultural life. Through the earnest 
labours of the society, the small band of 
people who look upon the theatre as more than 
a place of entertainment will have the 
opportunity of hearing some excellent plays-certain 




"box-office failures" - which would other^ 
wise remain in oblivion.12 
Repertory has more experience in the seventies with'"box-
office failures" which would otherwise remain in oblivion' in 
the present policy of supporting local and Australian play-
wrights and in offering works otherwise unlikely to be seen. 
There is a definite trend away from plays with popular appeal 
and thus certain "box-office failures". George Landen Dann in 
his "Repertory Ramblinc^' noted that none of the 175 foundation 
members in 1925 found offence in this first year choice of 
plays, so "stronger dishes of entertainment" were offered in 
the second year. These were Clemence Dane's A Bill of 
Divorcement, Shaw's Candida and the first of the Australian 
plays, Vance Palmer's A Happy Family. Each year the play 
selection grew more challenging and included plays by Shaw, 
Drinkwater, Galsworthy, Ibsen, Yeats, Synge, Pinero, Betty 
Roland's new Australian play A Touch of Silk and two more 
plays by Vance Palmer. Of the twenty-two productions till the 
end of 1930, Barbara Sisley directed (or produced, as was the 
term then used) more than half. The other major director was 
Rhoda Felgate, who later formed Twelfth Night Theatre. 
In 1931 Repertory Council acted upon the Constitutional 
Object regarding encouragement and promotion of playwriti^ 
by holding a play competition with a j{50 prize and promise of 
production of the winning entry. George Landen Dann won the 
competition from ninety-three other entries with his script 
entitled "In Beauty it is Finished". He recorded that this 
was the one and only competition Repertory conducted. The 
12 "The Dover Road". The Brisbane Courier, 1 Aug. 1925. 
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reason may well have been the furore Dann's play caused. A 
reputation had been built by Repertory for producing plays 
with conflict and excitement, so the adjudication committee, 
including Professor J.J. Stable, felt no hesitation in choosing 
a play that dealt with the themes of half-caste aborigines and 
prostitution. The publicity which caused the excitement over 
the play was described by Dann himself, thus: 
... It was soon after the play went into 
production the rumpus started. A letter 
to the press by an anonymous writer 
demanded in righteous dignity why the 
play shouldn't be banned. Professor 
Stable in a press interview the following 
day stated there was no reason why it 
should. After that things simmered down 
for a while until a sensational weekly 
came out with flaring bill-boards and 
two pages of condemnation of the play, 
together with pleas to protect the public 
from pollution... 1^ 
Apparently the reporter from Smith's Weekly had 
requested from the play's director, Barbara Sisley, a copy of 
the play for publicity purposes. Pieces of dialogue were then 
quoted in the incensed article which led to Letters to the 
Newspaper, for and against; sermons in churches; and daily news 
headlines. The Smith's Weekly article presented "In Beauty it 
is Finished" as a depraved and depressing example of the 
Australian Art which Gregan McMahon had epitomized Repertory 
Theatre as embodying in joyful celebration. The reader should 
have assumed both articles referred to different Theatres. The 
criticism, no matter how the information had been gathered, 
was exceptional. 
13 George Landen Dann. "Repertory Ramblings", 1956. 
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Brisbane Repertory Society's Extraordinary 
Decision 
^50 Prize Awarded Filthy Play 
Sordid Drama of Miscegenation 
Recently, Brisbane Repertory Society awarded 
^50 first prize in an all-Australian play-
writing contest to George Landen Dann, of 
Sandgate, Brisbane, and the title of this 
winning effort is "In Beauty it is Finished". 
But the title is misleading, for the story is 
a sordid and soiled one of the Dubious 
romance of a self-confessed woman of the 
streets and a half-caste, 
It is now for the Repertory Society to 
explain how it came to accept this unwholesome 
story for presentation, and why, after 
reading i t , it has permitted rehearsals with 
a view to staging the play this month. 
For there are terms and expressions in the 
script that cut across the accepted traditions 
of the stage, situations that reach new depths 
in the sordid, and such a lack of beauty in 
its outlook that the title is a travesty. 
The judging committee, consisting of 
Professor Stable of the University, Mrs. 
Brigden, and Dr. Robinson, adjudged this the 
winner when they should have picked it out 
with a pair of tongs and thrown in into the 
nearest blaze. 
If this is Australian Art, then it is at a 
low ebb. The Repertory Society, which 
includes young Brisbane people in its ranks, 
and which usually attracts the younger sets 
to its productions, is guilty of encouraging 
smut by permitting this depressing play of 
immoral relationships to take the stage...1^ 
Before Opening Night a few lines were changed and deleted, 
but "In Beauty it is Finished" played to packed houses in Her 
Majesty's Theatre. The Anglican Archbishop sent his blessing 
and approval in writing; membership of Repertory increased 
rapidly; and the Telegraph claimed that no other theatrical 
event had stirred the Brisbane public as much as that 
production did. The following year Repertory invited authors 
14 Smith's Weeklij, 4 July 1931. 
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to submit plays for production, although no competition was 
held. A very mild play entitled "Cherry Acres" was chosen for 
production. Apparently its utter simplicity and naivety aroused 
criticism and abuse from Repertory members, and it was some 
years before more Australian plays were presented. George 
Landen Dann had four more of his plays given major production; 
"No Incense Rising" in 1938, "A Second Moses" (later published 
under the name Caroline Chisolm) in 1939, Caroline Chisolm in 
1946 and "Fountains Beyond" in 194Z. Between that year and 
1970 only two major productions of Australian plays were 
recorded. From 1971 until the present day twenty-five local 
and Australian plays have been presented . This is a very 
different pattern from the Brisbane Arts Theatre which 
presented most Australian plays in the forties and sixties, but 
has very few local and Australian works as part of the •< 
programme since 1971. Additional reference is made to the 
Repertory Australian season later in this chapter. 
It would appear that Barbara Sisley was supportive of 
Australian drama. A Community Playhouse had been formed in 
Sydney in 1930 with the aim of sponsoring Australian playwrights. 
The inspiration behind this play society was a woman named 
Carrie Tennant to whom George Landen Dann wrote in 1932. In his 
letter Dann discussed the new Australian Play Society and the 
support Barbara Sisley had given to his own playwrititij 
Reference was also made to the play "In Beauty It is Finished". 
... Miss Barbara Sisley kindly read and 
criticized it for me before I sent it in, 
and she thinks very highly of i t . I • 
value her opinion very much and it is 
certainly great satisfaction to know she 
really thinks that way about i t , still, 
I myself, am rather dubious about the 
play's merits. The Brisbane Repertory 
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Society is calling for Australian Plays. 
At present I am struggling with one, trying 
to make the plot behave as I consider it 
should. The characters are all tamed and 
waiting to take up their duties, but the 
wretched plot somehow doesn't seem to suit 
them. I suppose, eventually, I shall have 
to think out another plot - which will be 
rather a calamity, for the time in which 
to complete the play is less than seven 
Sincerely yours 
George L. Dann 
P.S. Would the reading committee consider 
my play "In Beauty It is Finished" - or 
does it prefer not to indulge in 
controversial storms? 1^ 
George Landen Dann died in 1977 aged seventy-three. In 
March, 1977 Repertory produced a season of Queensland plays, 
including a revival of the controversial "In Beauty It is 
Finished". Rick Billinghurst directed the play which Barbara 
Sisley had done forty-six years earlier. Both directors 
achieved artistic satisfaction in working on Dann's play. 
Dann was a man who made a significant contribution to Repertory 
Theatre. He was the first Life Member of the Theatre 
in 1952, and served in many capacities on the Council of the 
Theatre, as well as recording historical events and writing 
more than twenty plays. 
Following the provocative beginnings to the decade. 
Repertory made some remarkable achievements in the thirties. 
Membership was almost five hundred; plays were presented every 
Saturday night for thirty weeks in 1936; a continuous lease of 
the Princess Theatre at South Brisbane was held from 1934 until 
15 George Landen Dann. Letter to Carrie Tennant, 8 March 
1932. Carrie Tennant Collection. Fryer Library, 
University of Queensland. 
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October 1941 and artistic standards were regularly praised in 
press articles. In September 1931, the Telegraph and The 
Courier-Mail carried reviews entitled "Repertory Success", for 
Rhoda Felgate's production of You Never Can Tell. Rhoda 
Felgate and Babette Stephens received a great deal of praise, 
which was due in some way, to the training and assistance 
given by Barbara Sisley. For this production the comments were: 
. . . Babette Fergusson (Stephens) as Gloria 
began with an unobtrusiveness which was 
fitting, but which gave little promise of 
the superb quality she was to exhibit 
later. She had the face for that early 
incarnation of poise and hauteur... And 
she has a voice positively alluring in its 
modulation and control. She gave easily 
the finest interpretation of Shaw in the 
whole company - which is saying much . . . 
Miss Rhoda Felgate is to be whole-
heartedly congratulated on her achievement 
as the producer. Her judgement, her sense 
of stagecraft and the fruits of her 
coaching were everywhere apparent. . . ^ 
The Annual Report delivered in 1935 reviewing the year 
1934, stated that the membership number of 420 was not 
commensurate with the importance of the work being done. To 
this end, presentation of plays was to be continued at the 
Princess Theatre despite the heavy cost involved, and a genuine 
effort was to be made to train audiences and members to cross 
the river to see productions. By 1937, a single producer 
policy was adopted. Rhoda Felgate had formed her own theatre 
in 1936, and Dulcie Scott was the only other likely director of 
plays. However, Dulcie Scott, in a ten year review of activities 
had been claimed as the leading actress in the Theatre. The 
16 "Shavian Comedy 'You Never Can Tell' Repertory Success." 
The Courier-Mail, 12 Sept. 1931. 
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single producer policy is unlikely to have offended ambitious 
members in 1937. Brisbane Arts Theatre and Twelfth Night 
Theatre as well as the Workers Education Association Theatre 
and the Epworth Players had been formed to cater for the growing 
numbers of actors and directors in theatrical enterprises. 
1936 included ten different productions which overtaxed the 
Society's strength. In 1937 only seven productions were 
offered, but all were directed by Barbara Sisley. She 
dominated productions until her sudden death in November, 1945. 
The single producer scheme was used in 1937 only, despite 
artistic success. Clare Clarke and Marjorie Mant each directed 
one play in 1938. The remaining eight plays were directed 
again by Barbara Sisley. A report of this policy suggested that 
the Council of Repertory and the members were contented with 
this artistic arrangement. Critics also recognized Barbara 
Sisley's talents. The following comments occurred in The 
Catholic Advocate in 1937 for a review of her production of 
The Crime at Blossoms by Mordant Sharp. 
... the production was a dual brilliant 
triumph for the producer Barbara Sisley 
and for Mary Bulcock who played the 
leading role. I think it was one of the 
finest plays I have seen produced in 
Brisbane and I think it was one of the 
best productions I have seen of Miss 
Sisley's. She more than surpassed some 
of her previous splendid work and very 
definitely she has added considerably 
to her already established reputation as 
a first class producer. . . 1'^ 
A 'Vale' notice in the programme for Caroline Chisolm in 
March 1945 claimed Barbara Sisley as a legend in her life-
17 Nigel Bonsey. "Pictures in Plays", The Catholic Advocate, 
14 Oct. 1937. 
329 
time, having directed fiftyr-seven of the 128 major plays 
produced by Repertory since 1925. The play Caroline Chisolm 
was chosen as a memorial production because Barbara Sisley had 
directed it in 1939 under the title "A Second Moses" and the 
published version had been dedicated to her. Barbara Sisley 
was an ex-professional actress, trained in the grand manner 
and had opened a Studio in 'Dramatic Art and Speech Training' 
upon her arrival in Brisbane before World War I. She was 
credited as having "worked almost unceasingly for the cultural 
1 o 
advancement of this city". Appendix XIII to this Thesis is 
a list of plays produced by Repertory in the years 1925 to 
1978 including the name of the director for each production. 
The plays directed by Barbara Sisley exemplify the style of 
play and promotion of the best dramatic literature and 
performance that she aimed for and achieved. Her final 
production was an Australian play, "Sons of the Morning" by 
Catherine Duncan. 
Much of the general running of Repertory after Barbara 
Sisley's death, was taken over by Alex Foster. 
... With a good knowledge of stage mechanics, 
he and several other members, did much to 
improve decor, probably the weakest part of 
Repertory productions up to that time... 1^ 
Alex Foster was also the director of four plays since 
Repertory moved to Albert Hall in 1942. This move was a 
great disappointment to Repertory members who had proved, by 
continued artistic excellence in the thirties, that a theatre 
need not be in the centre of a city. With the outbreak 
18 Vale notice in programme for Caroline Chisolm, March 1946. 
19 Roger Covell. "Repertory - the guiding light of Little 
Theatre", The Courier^Mail, 30 Jan. 1956. 
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of World War II, petrol rationing and blackouts made it 
impossible to get a reasonable audience. B.A.T. was already 
performing in Albert Hall which seated over six hundred patrons. 
Despite the change of venue and patriotic-^funds-benefit 
performances, continuity was kept with Repertory's old 
traditions mostly because of Barbara Sisley herself, and three 
experienced councillors, Daphne Roemermann, Clare Clarke and 
George Landen Dann. The two women continued their artistic 
support as directors of plays, enabling Repertory to flourish 
despite the enormous loss of founder^director, venue and normal 
war-time audience loss. 
Although Alex Foster assumed the role of President of 
Repertory from 1947 to 1950, Daphne Roemermann continued to 
direct the classical and literary plays of the style of 
Barbara Sisley. These included The Play's the Thing by 
Ferenc Molnar, The Imaginary Invalid by Moliere, Much Ado About 
Nothing and The Winter's Tale by Shakespeare. These were the 
first Shakespearian productions for ten years. Barbara Sisley 
directed a play by Shakespeare in the years 1936, 1937 and 
1938. Both Twelfth Night Theatre and B.A.T. produced a 
Shakespearian play annually. These Little Theatres built a 
tradition of presenting the Shakespearian play studied in 
schools at Senior and Junior level respectively-from their 
formation until the Radford education system in the early 
seventies removed this programme from schools. Daphne 
Roemermann productions were well received, but were not 
instilled as an annual event. The next Shakespearian 
production was in 1959 by Babette Stephens, who then directed 
one annually until 1962, In the new theatre. La Boite, Graeme 
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Johnstone directed A Midsummer Night's Dream in 1975 and 
Jennifer Blocksidge directed Romeo and Juliet in 1977. Thus in 
fifty-three years of existence, Repertory, which was founded 
with the object of 'stimulating public interest and promoting 
public education in the drama and promoting and encouraging 
the study and development of the best in dramatic literature 
and art' has produced only eleven Shakespearian plays. With 
reference to Repertory's first Shakespearian production of 
Hamlet in 1936, the acting talent included Leo Guyatt as Hamlet 
and a very young John McCallum as Horatio. This was a 
beginning which many obviously had hoped would continue. 
During 1951 and 1952 Gloria Birdwood-Smith and Babette 
Stephens entered the ranks of directors of plays. Such was 
their success and dominance that from November 1955 to September 
1964 every major production was directed by these two women. 
The type of play presented became that of 'popular entertainment' 
such as Love in Albania, The Love of Four Colonels, Harvey, The 
Hollow (Agatha Christie), Marching Song, Colombe, Escapade, 
Both Ends Meet, Trial and Error, The Great Sebastians, Nude 
With Violin, Gigi, Silver Wedding, Anastasia, The Women, Intent 
to Murder, Dinner at Eight, The Importance of Being Earnest, 
Sound of Murder, Billy Liar and South Sea Bubble. Included in 
the list were Arthur Miller's The Crucible in 1947 and All My 
Sons in 1954 and The One Day of the Year by Australian Alan 
Seymour in 1962. However, the Repertory policies and philosophy 
were very different during the fifteen years 1950 to 1965, 
Approximately six major productions were presented each year in 
Albert Hall, In addition four evenings of one-act plays were 
presented throughout the year in various suburban halls. 
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Despite artistic dominance by Gloria Birdwood-Smith and 
Babette Stephens and a definite trend to popular light 
entertainment, rigid and traditional rules were set for 
participation in plays. All members were invited to attend 
auditions for the one^act plays and this was used as a training 
and practice ground for later participation in major 
productions. The Brisbane Repertory Theatre News in July 1954 
included the following information regarding "Auditions". 
Members desiring to act in Repertory 
Productions are reminded that the dates of 
the forthcoming Auditions are 19th, 20th 
and 21st of July, and all applications 
must be in the hands of the Secretary not 
later than the 15th July. 
Members are reminded of the following 
points: 
1. Once Auditions have commenced. 
Casting for Major Productions will 
not include any Member who has not 
been auditioned, or previously 
appeared in a Major Production. 
2. Members attending Auditions are 
requested to bring one prepared 
piece for reading, and if possible 
a photograph for the Theatre Files. 
3. Application must be in writing, 
giving details of Sex, Age Group 
(under 20 years, 20-30 years, and 
over 30 years). Height, Colouring 
and previous experience. 
Members being auditioned will be advised 
of the time they are required to be 
present. 
As no further Auditions will be held this 
year, be sure you take advantage of this 
opportunity... 20 
Some of the actors during these years were Ray Barrett, 
Brian and Noel Cannon, Dick Spring, Betty Ross, Don McTaggart, 
Jean Jarrott, Gwen Wheeler, Alan Denby, Jack Hollingworth, 
Jeremy Muir-Smith, Elaine Cusick, Judith Arthy, Russell Jarrett, 
20 Brisbane Repertory News, Volume 8, No. 2, July 1954. 
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Dick McCann, Hugh Cornish, David Clendinning, Barry Creyton, 
Peter Morris, Lesley Ricketts, Jack Brown and Bryan Nason 
In January 1961 an article written by Gloria Birdwood-
Smith entitled "Brisbane Repertory Theatre" appeared in a 
magazine called Youth. An historical account of Repertory and 
a description of the process of play production were the major 
content in this article. However, as the intention of the 
article was theatrical appeal to youthful readers, some 
emphasis was placed upon the social aspects of the theatre, 
including those members who had married theatre partners and 
those husband and wife teams who worked in Repertory. The 
article commented: 
. . . To head this section, and who give 
unstintingly of their time and energies 
are Ronald K. Pidcock and his wife 
Gloria Birdwood-Smith. He is Stage 
Director of all Stage Productions and 
spends most of his weekends during the 
year designing, building and supervising 
the construction of "sets" for each play 
of the year. 
Gloria, who is one of the two major 
producers, together with Babette Stephens, 
who is the other producer, reads plays, 
attends all workshop productions, assists 
in casting, and sometimes produces as 
many as two or three plays running. 
... Brisbane Repertory Theatre today is a 
far cry from that early group (1925). 
Today it owns three adjoining houses in 
Hale Street, which contains the properties, 
furniture, wardrobe, lighting equipment, 
etc., used in various productions. For 
the inexperienced newcomers to the Theatre, 
interested in acting a "Workshop" Theatre 
exists which presents five brackets of 
three one-act plays per season (March to 
November) for a week in the city and suburbs. 
These plays are viewed by the two major > 
producers, Babette Stephens and Gloria 
Birdwood-Smith, and when a player shows 
promise he or she is selected for a major 
production and it is in these productions 
that one then gains more knowledge and also 
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the finer voints of all forms of stage^ 
craft... 21 
Information regarding Club Nights for instruction in 
make-up, production and play reading and also the professional 
future some young Repertory actors had achieved was outlined 
with an invitation to all to become members for 1961, 
It appears that not a great deal of change had occurred 
between 1954 and 1961, other than purchase of property in Hale 
Street. Not far from this site, B.A.T. were building their 
Theatre midst exciting plans for the future. 
In 1961 the position of Director was created especially 
for Babette Stephens. She had been President for three years, 
1957 to 1959, Each year a Council was elected at the Annual 
General Meeting. From this Council the Executive positions of 
President, Treasurer, Past President, Vice President and one 
other member were appointed. The position of Director was made 
by invitation and appointment by the Council. It was actually 
some years before this position was included in the 
Constitution. Babette Stephens continued as Director of the 
Theatre until 1968, directing the majority of plays in Albert 
Hall and occasionally in the T.A.A. Theatre in Adelaide Street 
where Alex Francis-Smith, brother to Gloria Birdwood-Smith, 
was Theatre Chairman. During this period, Babette Stephens' 
successor, Jennifer Blocksidge joined the Theatre and began 
acting and directing. Repertory was the Theatre chosen by 
Jennifer Blockside because a friend had chose to 
join also. In the same year,1962 , Kevin Radbourne joined 
21 Gloria Birdwood-Smith. "Brisbane Repertory Theatre," 
Youth, Jan - Feb., 1961. 
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B.A.T., of which he is now Director, and Joan Whalley became 
Director of Twelfth Night Theatre, 
Jennifer Blocksidge acted first in one-act plays in the 
suburban venues and eventually in the major production Romanoff 
and Juliet by Peter Ustinov directed by Babette Stephens in 
September 1962. The type of play normally presented at 
Repertory was still social entertainment and the Council had ' 
plans for an elaborate proscenium theatre in Hale Street. 
There were no workshop classes and no plays presented 
particularly for educational purposes for schools. The one-act 
plays in the mid-sixties were try-outs for young producers and 
actors, but often ignored by the major directors. A workshop 
major play had to be directed before one could direct a 
production in Albert Hall. To this end Jennifer Blocksidge 
directed A Letter to the General in All Saints Hall before her 
first major production Semi-Detached in November 1967. This 
was the final production by Repertory in Albert Hall before it 
was demolished and Repertory turned to full time use of the 
cottages in Hale Street. Audiences then were middle-aged and 
older, fairly social and predominantly members of Repertory. 
These were a product of the type of play presented and similarly, 
the plays were chosen for appeal to a socially inclined middle-
aged audience who desired light entertainment. 
It is deduced^that Repertory had become entrenched in 
popular entertainment in the hands of a director who was 
exceptionally talented, but had been an active member of the 
Theatre since 1929, B.A.T, and Twelfth Night had become vital 
theatrical forces in Brisbane in their own Little Theatres 
attracting young and active members. Repertory, to survive the 
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oncoming professionalism of the Queensland Theatre Company, and 
the loss of Albert Hall as a theatre, had to change. Dean 
Baddeley, Alderman Ord and Bruce Blocksidge were Presidents of 
Repertory as businessmen and prestige officers subject to 
Babette Stephens as Artistic Director. She remained the figure-
head of the Theatre. During 1968 Jennifer Blocksidge took over 
as Director with the following overall policy: 
... to do where possible Australian work and 
to present a programme of plays of an 
interesting nature or for special reasons 
that would otherwise perhaps not get seen by 
Brisbane audiences which were presented to 
the community and which were perhaps beyond 
the capabilities of the commercial companies 
because of the risk factors involved. 
This was not the only innovation. The major change in 
activity in the late sixties was the decision by Repertory to 
develop its assets and turn one of the three wooden cottages it 
owned and used for rehearsals, storage and club facilities, 
into Brisbane's first theatre-in-the-round: La Boite. 
Audience reaction to experimental productions in the round 
had been favourable. It was felt that this form of theatre 
would be a valuable asset to Brisbane, especially as people 
would be able to experience the audience involvement generated 
by plays in-the-round. Theatrical experience in a city the 
size of Brisbane, should not be limited to proscenium theatre 
and theatre restaurant. From the theatre's point of view it 
was an opportunity for actors and directors to employ new 
techniques and disciplines. Overseas trends for increased 
actor/audience contact could be achieved quite simply M Smh^t. 
Economically this style of theatre was a possibility for 
22 Jennifer Blocksidge, Personal Interview, 17 July 1978. 
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Repertory. 
. . . The equipment required was not as 
elaborate, the stage requirements were less, 
the scenery neither as large nor as costly 
to assemble, the seating capacity could be 
smaller and we could use a building already 
in existence... 23 
The possibilities available when Albert Hall was demolished 
to make way for the State Government Insurance Office and 
Theatre were to continue paying out substantial rents on 
unsuitable halls, to purchase an old building, or to develop the 
sites already owned. Economically and artistically, it seemed 
preferable to develop the use of the cottages in Hale Street 
and later to build a new Theatre on that site. However, the 
major reason was to establish a permanent home for Repertory 
where "the theatre's image could flourish and members would be 
24 
welcome at all times". The greatest difficulty Babette 
Stephens had faced as Artistic Director, and indeed that 
Repertory had faced since foundation in 1925, was to retain 
active membership in a theatre which had no home of its own. 
The old La Boite seated between forty and eighty people 
depending upon the arrangement of the performance area. Between 
1967 and 1971, forty plays were produced, each of which played 
for a five to six week season on Thursday, Friday and Saturday 
nights. A variety of directors were involved in these plays 
including Babette Stephens, Rikki Burke, Bill Pepper, Ron 
Verburgt, Jennifer Blocksidge, Lesley Ricketts, Jane Atkins, 
Gary O'Neil and Wilf Buckler. Only three were Australian plays, 
but there was enormous variety in type and style. The general 
23 The Old 'La Boite', published by Brisbane Repertory Theatre, 
1972, p. 5. 
24 ibid. p. 4. 
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impression is of a challenging theatre providing an 'alternative' 
in the Brisbane theatrical scene. As before, young directors 
had to prove their worth in a workshop major production. One 
of the more significant directors trained under Jennifer 
Blocksidge during this period was Jane Atkins, who later worked 
in London and is now Artistic Director of Twelfth Night Youth 
Theatre. The Workshop Activities in Repertory thrived under 
Jennifer Blocksidge's directorship. Notes in the programme of 
Jane Atkins 'workshop major production Our Town indicated the 
sincere interest the Council displayed in Workshops. 
Workshop 
Repertory Workshop is the training ground 
where anyone interested in theatre can 
come to learn more about that particular 
branch of theatre where their interest 
lies ... we conduct regular classes for 
actors in various divisions . . , 
The Workshop Committee is appreciative of 
this expression of confidence by Repertory 
Council in making La Boite available for 
this play and we know that we have a 
production well up to the standard, that 
you, our regular patrons, have come to 
expect in this theatre.., ^^ 
This was written by the Workshop Chairman, Ken Mitchell. 
The Workshop Committee included such experienced actors and 
directors as Jennifer Blocksidge herself, Rikki Burke and Hazel 
Howson. Jennifer Blocksidge included her message as Director 
in the prograimne: 
Dear Members 
For the first time, we are proud to present 
our Workshop Major Play for the year in "La 
Boite". Performing "in the round" is 
rather like being under a microscope - and 
flaws or imperfections are immediately 
visible; but as Workshop, this is our aim ^ 
25 Programme for Our Town, Sept., 1969. 
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to look for the imperfections and find out 
how to rectify them... 
To our producer, Jane Atkins, we say good 
luck in her first venture into the field 
of the full length play and to her cast we 
say - think, listen, concentrate and feel. 
To the audience we say - thank you, without 
you there would be no play and without the 
play we could not learn.,. 26 
It was this kind of support that encouraged the surge of 
young people into Repertory, and also provided the new 
leadership for the new Theatre. 
Support for vital growth and development of Repertory was 
evident not only internally in the teamwork and workshop 
facilities, but also from outside the Theatre in newspaper 
review of the plays being produced for the public. The 
following extracts collected by Repertory Theatre in a 
publicity booklet are from newspaper critiques and indicate the 
artistic strength that developed between 1967 and 1971. 
The Poker Session by Hugh Leonard 
Brisbane Repertory last night presented a 
near professional performance of Irish 
playwright Hugh Leonard's tragi-comedy 
The Poker Session. This play is not just 
a "slick thriller" but a mind moving 
experience. . . '^' 
Five Finger Exercise by Peter Shaffer 
. . . The acting and direction in Brisbane 
Repertory's current play Five Finger 
Exercise, are amongst the best I have 
seen in Brisbane... 28 
Brief Suspision by Patricia Gordon 
Success with a taut triller.., 
It's not often that critics are given to 
raving - in fact, some small Little Theatre 
people believe we're expressly forbidden 
to - but Brief Suspicion, which opened at 
the Hale Street Repertory last night, 
deserves a "conditioned rave". 
26 ibid . 
27 The Courier Mail, Oct., 1967. 
28 Semper Floreat, Feb., 1968. 
340 
... Director Rikki Burke has found an action 
play not only bound to be popular with the 
unrarefied theatre-goer, but one eminently 
suited to the range and kind of acting talent 
in Repertory... ^^ 
The Long and the Short and the Tall by Willis Hall 
Bless 'em all for a fine show. "Bless 'em all 
- the long and the short and the tall" - and 
bless Repertory Theatre's fine production of 
The Long and the Short and the Tall which 
opened at "La Boite", Hale Street, last 
night. Under Ian Thomson's direction, a 
strong cast gave a highly successful 
performance of Willis Hall's drama of soldiers 
at war... 30 
The Promise by Alexi Arbuzov 
The Promise, Brisbane Repertory Theatre's 
latest production is Repertory at its best. 
Incorporating first rate acting, production 
and direction.,. 31 
The Homecoming by Harold Pinter 
Brilliant direction and flawless acting add 
up to the perfect play and Brisbane Repertory 
Theatre laid a golden egg last night. If you 
like yours sick and don't mind being left 
with the uncomfortable feeling that this 
could be you. The Homecoming is a must... 
Lovers - Winners and Losers by Brian Friel 
"La Boite" has put on this light play and you 
are more likely to win than lose. Amateur 
theatre consists of actors who do not get 
paid, and that is often its only difference 
from the professional theatre, when they do 
gavepaid. The actors last night have a 
performance of professional quality... ^2 
Eden House by Hal Porter 
This is a Queensland premiere that means 
something. This playwright is a holder of 
the $10,000 Britannica award for his 
contribution to Australian literature. Is 
the play entertaining? Is the production 
enjoyable? The answer is definitely yes..^^ 
29 Hall, Barbara, "Success with a taut thriller..." The 
Courier-Mail, 31 May 1968. 
30 The Courier-Mail, August, 1968. 
31 ibid., Jan. 1969. 
32 ibid., May 1969 . 
33 ibid., Feb. 1970. 
34 ibid. May 1970 . 
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36 
The Beaux Stratagem by George Farquar 
The idea of performing this old comedy in 
the round shows the ambitiousness of Bill 
Pepper. The production techniques pivot 
about, outshining the play itself, it is 
a portrait of history, the costuming is 
excellent.,. 35 
The Killing of Sister George by Frank Marcus 
The Killing of Sister George is now being 
produced with such sensitivity in this 
city that the lesbianism in it falls into 
second (and proper) place. 
"La Boite" has come up with a scorcher -
all four women act remarkably. They 
frame two unpleasant pictures - the 
Lesbianism and the allegory with an 
ability which holds in decency and which 
keeps the humour acceptable. But don't 
go just for the wit. Go for the wham!. 
Repertory's "La Boite" opened last week 
with The Killing of Sister George which 
also deserves the 'House Full' sign. 
The Repertory rendition is almost the 
opposite to the movie version, but no 
less interesting. 
Eileen Beatson gives an explosive 
performance in a demanding role... 
These years were also marked by success in the Warana 
Drama Festival, established in 1964. During the seven years to 
1970, Repertory won nineteen Awards in this open competition. 
The most successful year was 1969 when Repertory won Second 
Best Play and Best Actor in the Senior Section and Best Play, 
Best Producer, Most Promising Young Actor and Actress and Best 
Supporting Actress in the Junior Section. Constitutionally, 
Repertory was bound to offer Awards or Scholarships as well. 
Prior to this period of time, Rozalind Seagrave had been 
assisted in her attendance at the National Institute of Dramatic 
Art in Sydney. During Jennifer Blocksidge's term as Director 
over six young people were given worthwhile financial asd-
35 ibid, Nov. 1970. 
36 ibid, 16 May 1971, 
37 Truth, 18 April 1971. 
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assistance from the Repertory Council to attend drama 
or 
schools at the Queensland Theatre Company in Brisbane,^others 
in London, 3^AC( children from the Narbetbong School for the 
Visually Handicapped to attend workshops at Repertory itself, 
A 
In 1970 Repertory received site approval from the Brisbane 
City Council and in the following year received $40,000 from 
the Queensland State Government to be matched dollar for dollar 
by the Theatre, for a new theatre building. The Bank of 
Queensland and the Myer Foundation also assisted. This Council 
approval had to ^executed before November 1971. Actually, 
development may have occurred some years before if it had not 
been necessary to consider the Brisbane Town Plan. If that 
hcK^ been So , Babette Stephens' dream of an elaborate proscenium 
arch theatre may have been realized. Repertory were well aware 
that the site they owned was valuable. However, the Brisbane 
Town Plan provided for the widening of Hale Street as a feeder 
road to the proposed south-western freeway. This would have 
meant the resumption of thirty feet from the front alignment 
of Repertory's property. When the Wilbur Smith Traffic Plan 
was announced in 1967 the Council of Repertory was relieved to 
find that the proposed freeway would pass within 260 feet of 
the north alignment of the property which would enhance the 
value of the site for a theatre. Bruce Blocksidge, Jennifer's 
husband, was President of Repertory from 1967 to 1972. As a 
businessman and real estate developer he was acutely aware of 
the situation Repertory faced. As a team they had brought to 
fruition the plans and dreams of La Boite, From the first play 
in the converted cottage on 30th June, 1967 to the first play 
in the new La Boite in June 1972, Repertory worked very hard 
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accumulating funds and educating the Brisbane public as well as 
actors and directors in the advantages of intimate theatre-in-
the-round. Praise for this effort included such phrases as 
38 
"a credit and an achievement for little theatre here;" 
"this play is heightened in effect by the intimate audience-
39 
player relationship the theatre provides...; "and the more 
I see of this little 'round theatre' the more I like i t , and 
40 
so, from the capacity of the house, do many other people." 
The new building was expected to cost $80,000 and included 
an office, a workshop area, rehearsal rooms, toilets, dressing 
rooms, a foyer with ticket office and coffee bar, auditorium, 
storage space, gallery, control room, escape stairs and stage. 
Lighting and sound equipment and furniture and fittings brought 
the cost to over $100,000. The Bank of Queensland provided the 
major portion of assistance that the Theatre had to match with 
Government subsidy. A small Debenture scheme among members was 
floated. Hayes Gorden, founder and Director of the Ensemble 
theatre-in-the-round in Sydney was consulted and proved 
extremely helpful. However, Hayes Gordon did suggest that 
audience seating of four hundred should be included. This 
Repertory could not do because of the conditions of City 
Council approval and the financial situation. The new theatre 
seats two hundred people in-the-round, and one bank of seats 
can be removed forming a thrust stage. The architect was Blair 
Wilson and the building won an award for the most imaginative 
use of clay brick. Blair Wilson was invited to be President of 
Repertory from 1973 to 1974. 
39 Review of The Creeper, The Courier-Mail, August 1967.. 
^0 Frederic Rogers. Review of Five Finger Exercise, The 
Courier-Mail, 16 Feb. 1968. 
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Once building began Repertory were again without a home. 
From September 1971 to June 1972 there were only three 
productions. These included a performance in a tent on the 
Hale Street site and some Street Theatre in the fountain area 
outside the State Government Insurance Office on the old Albert 
Hall site. At a time when audience support was vital. Repertory 
were without a theatre. Every member of Repertory fervently 
hoped that the excitement engendered by four years in-the-
round performances and the prospect of a magnificent new 
theatre would carry public support for this interim period. 
David Rowbotham, The Courier-Mail theatre critic made comment 
on the theatre building boom in May 1970. 
. . . Neither Brisbane Repertory Theatre nor 
Twelfth Night Theatre which is building a 
$200,000 theatre at Bowen Hills, seem to 
be deterred by the S.G.I.O Theatre. 
In fact, they are growing and developing 
in the whole atmosphere of the Brisbane 
theatre boom which has been marked by the 
appearance of the S.G.I.O. on the scene. 
This growth and planning are proof that 
little theatre is vital in the community, 
and has contributed to the emergence of 
such a major theatre as the S.G.I.O. 
Brisbane Arts Theatre has its own building 
on Petrie Terrace, and the Villanova 
Players are waiting in the wings with ideas 
of building a theatre. 
All that is required is that the upsurge of 
public interest in theatre will be 
41 permanent. 
It was co-incidental that Repertory was building at the same 
time as Twelfth Night and the State Government Insurance Office 
(S.G.I.O.). Twelfth Night Theatre had been affected by the 
Wilbur Smith Traffic Plan and had lost their site on Wickham 
Terrace. However, a new theatre had been planned for some 
41 David Rowbotham, "Brisbane Repertory Adding to the Boom." 
The Courier-Mail, May 1970. 
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years, and was completed before Repertory Theatre had begun 
building. The S.G.I.O. building incorporated a theatre to 
replace the demolished Albert Hall previously on that site. 
This theatre was important because it housed Queensland's first 
professional theatre company. It was probably to Repertory's 
advantage that it had adopted the policy of working and building 
'in-the^round'. Members and audiences remained most supportive. 
Repertory now had a home and an identity. Jennifer Blocksidge 
stated recently: "We found our identity in-the-round." 
In 1973 the Council of Repertory made two particular 
decisions which strengthened its role in the community. The 
first was the appointment of a full time executive officer 
which, in 1975, became the position of Secretary/Administrator. 
The second was to support a pilot Pre-School Drama Project for 
a month under the leadership of professional actor Peter Morris 
which was financed by the Education Department of the 
Queensland State Government. Jennifer Blocksidge, as Director 
of the Theatre, was approached by Peter Morris who believed the 
acting space at La Boite was "a marvellous space for kids. 
43 
It's idle during the day. What are we going to do about it?" 
This idea in Brisbane seemed ahead of its time. Theatre-in-
Education was not a term readily used nor understood. There 
was not the present interest by schools or kindergartens in 
taking children on trips or visits. However, the three 
interested people, Peter Morris,Elaine Cusick and Chris Young, 
had enough enthusiasm for Jennifer Blocksidge to discuss the 
semi-educational project with Arthur Greedy, then Director of 
42 Jennifer Blocksidge, Personal Interview, 
43 Jennifer Blocksidge, Personal Interview, 
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Cultural Activities in the State Government, At Arthur Greedy's 
suggestion that Repertory plan a pilot scheme for one month, 
the team went ahead performing two programmes which were 
evaluated by the visiting Directors of the Kindergartens and 
by the Education Department, It proved highly successful and 
was eventually sponsored by the Education Department with 
employment of a teacher, Phil Armitt, After two years an 
Australia Council grant enabled employment of three actors 
for another pilot year as the Early Childhood Drama Project. 
Gerald Ashby , as Director of Pre-School Education in the 
State Government, was particularly helpful and Repertory became 
a classified school so that more teachers could be appointed 
and equipment and funding could be channelled from the 
Education Department. Thus in 1975 this Theatre-in-Education 
Team became the Early Childhood Drama Project as a full-time 
professional wing of the Theatre. It was funded by the 
Queensland Government Education Department and the Australia 
Council Theatre Board, and employed three actors and one 
teacher/actor who was leader of the Project. The growth of 
this professional enterprise had been unexpected and organic, 
arising out of a group of people who were active in the Theatre 
at that time. The Team has continued to grow and in 1978 is 
well-known throughout Queensland and Australia and is made up 
of five teachers and three actors working on two different 
programmes. The teams visit pre-schools and Year One classes 
providing a style of theatre-in-education where the children 
are involved with the actors. Preparatory and follow-up work 
is done with the teachers in the schools and workshops for 
teachers are conducted at Repertory itself. Administration and 
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funding has changed slightly so that the theatre is not seen 
to be receiving the credit for a Project funded entirely from 
outside sources. High artistic standards have been achieved, 
but the professionalism has not taken away the essential Little 
Theatre image of the 'House Theatre'. A great deal of 
integration between these sections of the Theatre occurs with 
members acting in both areas. The essential amateur driving 
force behind Repertory has been retained because of this 
successful integration and safe organic growth. There was no 
sudden cry for professionalism of the type that went close to 
destroying Twelfth Night Theatre, Jennifer Blocksidge strongly 
believes that any professionalism in Repertory must always be 
of the same kind of 'safe, organic growth' so that the 
"internal dream still holds the same kinds of energies and 
44 hopes," 
For two years, 1974 and 1975, Jennifer Blocksidge had 
been contemplating resignation. In that time she was working 
at the theatre providing artistic administration, stimulus and 
training in a full-time capacity but on a voluntary basis. In 
early 1976 she resigned having suggested to Repertory Council 
that the time and position were right for appointment of a 
professional Director. Applications were invited and considered 
in the capacity of either full-time professional or part-time 
honorary duties. The present Constitution includes as a 
Special Power of the Council, the following clause: 
to appoint and at any time dismiss a Director, 
who shall be responsible to Council for the 
artistic and educational direction of the 
Theatre's activities. The Director may be 
44 ibid. 
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either an Honorary Director or a paid 
employee. If a paid employee, it shall 
be such remuneration as the Council shall 
from time to time determine. 
Following a successful interview and consideration by the 
Council at Repertory, Rick Billinghurst was appointed as the 
first professional Artistic Director of La Boite in March 1976. 
During 1976 and 1977 he confirmed the policy of the theatre and 
extended it so that La Boite would develop into a Community 
Theatre in the complete sense, with a thorough marketing of 
its services, including the establishment of a season 
subscription scheme to the 'House Theatre' plays. 
Rick Billinghurst was a former Associate Director of the 
Melbourne Theatre Company and on arriving in Brisbane in 1973. 
had found, what he termed, a 'refreshing naivety' in the 
theatre scene here. For him. Repertory, as a Little Theatre, 
represented "the continuing real influence in Australian 
46 
theatre". The 1977 subscription season he offered at 
Repertory included four Queensland plays in the eight being 
offered. He said: 
Queenslanders want to see the dramatisation 
of things Queensland... the State is full 
of drama and I predict Queensland theatre 
will become very popular, at least here 
The reaction to the Queensland season has 
been 'at last!' No-one asked us to do it 
but I believe live theatre is at its most 
exciting when it is formed and made between 
the audience, the performer and the writer 
in the local community. It isn't imposed 
from outside. It means the local writer can 
talk directly through the local performers 
to a local audience about the issues that 
confront them all. That's li^hat theatre's all 
about... ^7 
45 Redrafted Constitution of Repertory Theatre, 1978 . 
46 Hugh Lunn, "Drama in their own Backyard'', The Australian 
25 Feb. 1971, 
47 ibid. 
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These plays, supported by the Utah Foundation, were a 
revival of George Landen Dann's "In Beauty it is Finished", 
Lorna Bol's Treadmill and Jill Shearer's "The Kite" and The 
Boat. Reviews in The Australian, The Courier Mail and The 
Bulletin were most supportive. Colin Robertson, in The 
Australian felt that Jill Shearer's The Boat was the best of 
the three and praised her writing saying she was 'fortunate to 
have found in Fred Wessely a director of sensitivity who has 
transferred her excellent writing to the stage with lots of 
48 love." Colin Robertson and David Rowbotham of The Courier-
Mail both found weakness in acting and some technical problems 
in "In Beauty it is Finished" which was directed by Rick 
Billinghurst. However, the occasion was sufficiently memorable 
for these to be expected to improve with the season. Treadmill 
was credited as an excellent production by Jennifer Blocksidge 
49 
and a "worthy first try" by Lorna Bol. 
This Queensland season was followed at the end of 1977 
by a documentary entitled "Timor" written as a group effort by 
theatre members and in July 1978 by young playwright Steve 
Sewell's play "The Father We Loved on a Beach by the Sea." 
This latter production was very poorly received in the press 
but given quite enthusiastic support by the Brisbane audiences. 
David Rowbotham claimed that La Boite was "doing a disservice 
to all" and that the theatre should not have produced the 
play until the playwright improved his writing and more <> 
practised actors were available. Colin Robertson suggested 
48 Colin Robertson. "Hook, line and carpet". The Australian 
14 April 1977. 
49 David Rowbotham. "The live life on a treadmill". The 
Courier'Mail, 2 April 1977. 
50 David Rowbotham. The Courier-Mail, 24 July 1978, 
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similarly that the play needed much rewriting and the acting 
needed polish. However, Rick Billinghurst was not daunted and 
the Repertory Council have now appointed John O'Toole who co-
scripted "Timor" as Playwright-in-Residence with the support of 
the Literature Board of the Australia Council. 
On 12th July, 1977 the Theatre's Council adopted in 
principle the Artistic Director, Rick Billinghurst's proposed 
Energy Wheel Concept as the artistic policy direction and plan 
for development of the Theatre towards community contact. At 
present, the Theatre has crystallised the overall professional 
administrative support structure to the Energy Wheel, 7^, Theatre I^nciIhai. 
appointzJ a Production Manager to co-ordinate the overall 
technical support to the Theatre-ija Business Manager to co-
ordinate and administer support towards the overall funding and 
marketing of the Theatre's activities', a)!id//i'^ /foreshadowed 
appointment of a Resident designer to design and co-ordinate 
the visual-aesthetic concept of all the work. Appendix XIV of 
this Thesis contains a diagrammatic representation of La Boite 
Theatre's Energy Wheel. It should be noted that since Rick 
Billinghurst became Artistic Director the name 'La Boite' has 
been used in reference to Repertory Theatre, rather than the 
shortened title 'Repertory'. 
The following explanation of the Energy Wheel philosophy 
is taken from a submission made by La Boite to the Australia 
Council in 1977. It is recognized that La Boite is dependent 
upon the enthusiasm, energy, support and idealism of voluntary 
workers often numbering over two hundred in a week. These 
people, combined with professional craftsmen and tutors, 
regularly prepare and stage productions, tours, classes and 
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workshops for adults, teenagers and children, The aim of the 
new philosophy is to provide a total approach towards the 
community where Art and Life are indivisible. An attempt is 
being made to draw together the direction in which the theatre 
and the community are moving. The tool for this community 
contact is the 'energy integration' of the present six service 
elements of the theatre: 
1. Early Childhood Drama Project for four to six year olds. 
2. F.E.A.T.S. (Fun Theatre Activities) for seven to twelve 
year olds. 
3. The Middle Stagers Workshops Club and Productions for 
thirteen to twenty year olds. 
4. La Boite's House Theatre for youth and adults. 
5. Experimental Workshop/Theatre for youth and adults. 
6. Internal Classes for youth and adults. 
A seventh service of Adult Theatre-in-Education is planned. 
All these services revolve around a resource centre of 
professional personnel who function in the areas of artistic 
direction, production Management, administration, youth theatre, 
design, technical, acting, research and writing. The services 
and resource personnel continually expand into the community 
through education and participation by people in the Theatre. 
This creates a flow of ideas to and from the community and the 
Theatre. There should be far greater awareness in the 
community of the Arts and similarly the Theatre 'artists' must 
become more aware of community needs and activities. 
Within the Theatre itself the barriers between 
professionalism and amateur enterprise are broken down. In 
fact, the creative energy of the amateur is seen enshrined and 
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integral to the working of the 'Energy Wheel'. The 
professional areas of the Theatre are a direction through which 
members may move if they discover a vocation in theatre or 
simply wish to experience it as part of personal development. 
'Professional' is seen as a term meaning 'sure' and 'paid' 
work. 
The question must now be asked. Has this philosophy been 
activated, and if so, has it been successful? Certainly the 
E.C.D.P. Team and the youth activities have stretched into the 
Community and brought children and young people to the Theatre 
providing a vital artistic growth for those concerned. The 
area where success has not been achieved in any significance is 
the House Theatre. The reason here rests heavily on a failure 
to appeal to the general community in choice and type of play. 
Almost every play is directed at a particular group in the 
community and the greatest satisfaction is achieved by the 
players rather than a wide audience. 
Rick Billinghurst's first production was the Australian 
play by John Romeril The Floating World. Apart from some 
criticism of the lengthy final soliloquy this production was 
indeed artistically and financially successful. There followed 
Marat/Sade, The Innocents, a locally written musical "What's 
Made Magdelane", Happy Birthday Wanda June by Kurt Vonnegut, 
Lysistrata directed by Ron Finney, How Could You Believe Me... 
directed by Graeme Johnston, The Sea by Edward Bond and Bullshot 
Crummond. These were prior to the season of Queensland plays 
referred to previously. Of this list of plays only two received 
entirely favourable reviews, and few were aimed at wide 
community appeal intent on leading an understanding of the Arts 
A 
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for the community. Happy Birthday Wanda June was directed by 
Bronwen Doherty and criticised as lacking the necessary acting 
strength and tight direction and timing. Colin Robertson in 
The Australian admitted that La Boite sets a high standard in 
Brisbane, but this production did not reach that standard. 
Lysistrata was produced as an erotic spectacle with none of 
Aristophanes' subtle humour, and it too, didn't work according 
to Colin Robertson. Again acting was criticised. How Could 
You Believe Me When I Said I'd Be Your Valet When You Know I've 
Been a Liar All My Life was saved, according to Colin Robertson, 
by the lights fusing and thus uniting actors and audience in a 
common bond for the remainder of the production once lighting 
returned. The acting and direction were not of a sufficient 
standard to draw the audience response that the tension of the 
situation had managed to elicit. However, David Bell achieved 
a degree of brilliance in his production of The Sea in January 
1977 and was subsequently awarded a scholarship to N.ID.A. for 
the course in Direction. Actually he did not find satisfaction 
in this Course and later returned to La Boite to direct again ' 
until conflict with Rick Billinghurst caused this talented 
young man to leave La Boite. Bullshot Crummond in February 
1977 was directed by Rod Wissler and received praise in The 
Courier-Mail and in The Australian as a clever, delightfully 
directed and acted production. In August 1977 La Boite 
produced a superb presentation of Romeo and Juliet directed by 
Jennifer Blocksidge. This production came as an example of the 
new image of youth and energy combined with the tradition and 
strength that Jennifer Blocksidge had infused into Repertory in 
her years as Director. The early 1978 season was a repeat in 
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type of 1977 with new, unheard of plays; experimental productions 
and a classic play. She Stoops to Conquer directed by Graeme 
Johnston. The local theatre critics offered similar reviews 
craving more plays with appeal and audience consideration. 
However, the national critics in Theatre Australia, Theatre 
Quarterly and the National Times offered statements of 
commendation. Rick Billinghurst believes that La Boite is 
better known and more respected in southern States than in 
Brisbane. Is that an example of local community education in 
Art and Life? The following statements were included in the 
mid-year La Boite Theatre Newsletter under the heading "What 
the Critics Say". 
If the frontiers of Brisbane drama are going 
to be extended it's in La Boite's little 
space that it will happen... ^-^ 
. . . Currently a young centre of growing 
impact. 
Without doubt La Boite has presented the most 
vital and enterprising set of plays in 
Brisbane this year. It is very much a here 
and now place, involved in local matters and 
reflecting the contemporary scene. ^3 
What is happening at La Boite currently is very much a 
demonstration of Rick Billinghurst's personal convictions about 
theatre. He has proposed the Energy Wheel policy and has also 
played a dominant role in choice of plays and directors. It is 
thus appropriate to conclude this chapter with an extract from 
an interview with Rick Billinghurst in which he describes his 
philosophy in practice at La Boite and where the future n^^ bt < 
51 Barry Oakley, National Times, 13-19 Feb. 1978. 
52 Katharine Brisbane. Theatre Quarterly, 1977. 
53 Donald Batchelor, Theatre Australia, Feb. 1978, p. 38. 
"Survey 77. "Light but not Fantastic." 
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I think what we generally, just as an 
overall statement, are trying to do is 
we're trying to incorporate the three 
descriptions of theatre Peter Brook uses 
'the holy, the rough and the immediate', 
I think too much of what is called theatre 
these days is 'deadly' and it lurks 
everywhere, even in the most worthy 
productions. Hopefully we're not always 
too worthy in what we do. We try and keep 
our feet in the gutter and head in the 
clouds. Certainly, we run a policy, that 
is not what I'd call a 'boulevarde' 
policy. Over the years we've taken over 
the job that Twelfth Night did at Gowrie, 
historically, I'd say. And Arts (B.A.T.) 
has been able, very nicely, to do the 
char-a-banc crowd. So we're, in a way, 
no longer sister companies because we've 
expanded into another horizon. Someone 
remarked once that Brisbane was like 
having all the theatres crowded into one 
theatre except La Boite which leapt all 
over the field trying various forms - not 
always to the best advantage... La Boite 
has often had to do the digging work, in 
the latter years, starting with Jennifer 
Blocksidge's Artistic Directorship, to 
take on what other horizon's of theatre 
work - some of the more exciting 
possibilities. It has meant often that 
it has had to sacrifice audience numbers 
for development. This role in the 
community of trying to excite people in to 
other forms of theatre hasn't been 
supported though through Government grant 
because it is a much riskier policy than' 
if you were to put on a series of Neil 
Simons etc. where you're guaranteeing an 
audience a night of entertainment. This 
is not to say we dismiss entertainment as 
a valuable ingredient. We are always 
trying to programme plays that have 
entertainment and a bit of meat as well... 
We would like to see that theatre has some 
purpose of leading an audience towards an 
enjoyment of life through the Arts... 
Question} Has Your policy changed since 
you became Director? Did you attempt to 
make an immediate change after you were 
appointed? 
Answer; No, I think the most immediate 
changes in our Artistic policy were to 
expand our help to writers.., the 
developing playwright needs to use the 
arsenal of theatre.,, I admired Jennifer's 
policy... I only expanded what Jennifer 
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set up. I admire that kind of on-going 
policy which she had of trying to make 
the Arts accessible to people. 
Question: What do you think is the future 
of Little Theatre in Australia? 
Answer: Well it's difficult because 
Little Theatre in Brisbane is different 
from Little Theatre in the rest of 
Australia, It's fulfilled a different 
function for a long time, historically. It 
was hero before a professional company was 
imposed on the community and I think it 
performed a very valuable function. In 
some ways, given the present subsidy 
situations that are on-going, I think the 
real development of theatre in Australia 
could perhaps still be carried through the 
Little Theatres... ^^ 
This final statement must be seen as a heartening one for 
those who have sunk energy and vitality into the development 
of the Australian Little Theatre. Rick Billinghurst claims 
that those theatres presenting work that is risky often forgo 
Government support^ while the 'char-a-banc' theatres 
presenting Neil Simon entertainment offer less challenge and 
educational leadership to the community but receive Government 
support. It is worth noting that La Boite received over $6,000 
more in annual subsidy from the State Government in 1977 and 
1973 than did B.A.T. which Rick Billinghurst claims has a 
char-a-banc policy. Certainly La Boite takes risks in its 
choice of plays. The justification for the sacrificed audience 
numbers is the planned development occurring in the Theatre. 
B.A.T. offers considerably more 'entertainment' and satisfies 
a very different audience group from La Boite. This results in 
box-office success and consequently less need for Government 
subsidy. Barbara Sisley believed that the excitement and 
54 Rick BillinghurstJ Personal Interview, 21 July 1978. 
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challenge associated with educating the community offered a 
risk to box-office takings. She developed a theatre of 
exceptional strength and vitality. It must be acknowledged 
that this is what Rick Billinghurst and Jennifer Blocksidge 
have built today. The risk, the 'rough' theatre, the 
experimental and the avant-garde are always a product of 
energetic, forward thinking and talented people. Audiences 
may not always enjoy this thrust into the unknown and some-
times ,unpleasant. But this is La Boite - artistically 
enterprising and innovative developing a new burst of activity 
that began originally during the 'roaring twenties'. 
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CONCLUSION 
Little Theatres were -fcrmei^ *'W estohliahed to satisfy 
the needs of particular members of the community,, 'r '^eeJ$cannot 
always be answered by professional and commercial theatrical 
ventures. Essentially the role that Little Theatre assumes 
is one of experiential education in theatre arts. Professional 
theatre in the city and on country tours endeavours to promote 
knowledge and appreciation of theatre and to satisfy the 
community's cultural interests, but it can never achieve the 
practical participation that Little Theatre offers. The 
greatest understanding and awareness of drama and of theatre 
are achieved by participation and experience. Little Theatre 
continues to stimulate this interest in drama in towns and 
suburbs isolated by distance from the professional theatre. 
Australian artistic endeavour is concentrated in the 
capital cities and a few other large cities in each state and 
most government subsidy is distributed to artists and 
entrepreneurs based in the capital cities. Professional 
development programmes operate in the far western and northern 
areas at great expense and often without reaching the capacity 
contact that a local Little Theatre might gather. A small 
community served by its own Little Theatre takes pride in the 
fact that the talents and skills of every person are utilized 
for the fulfillment of play production. This effort and pride 
are measured in the strong local audience support. 
Throughout Australia the process of formation, of growth. 
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and the reasons for continued existence of Little Theatres 
bear remarkable similarity, from theatre to theatre. 
Historically, Little Theatre has dominated the growth of 
an Australian awareness in theatre and in drama. From the 
workshop productions of local plays grew 'Australian drama', 
particularly, the drama from the late sixties onwards; from 
the practice and training in amateur productions grew the 
young 'Australian actor' who either entered the professional 
theatre or pursued skilled training at the National Institute 
of Dramatic Art; from the feeding ground of Little Theatres 
grew the professional theatre companies; and from the 
dedication and professional ideals of the founders and 
directors of Little Theatres such as the Independent, the Melbourne 
Little Theatre, the Adelaide Repertory Theatre, the Twelfth 
Night Theatre, the Brisbane Repertory Theatre and the Brisbane 
Arts Theatre grew a tradition of artistic zeal and vision 
that is undeniably significant in any discussion of theatre in 
Australia in 1978. 
Little Theatre does not, however, remain as the 
traditional forerunner to today's professional theatre. Further, 
not all major Little Theatres have been absorbed in an 
organic growth into professional companies. The struggle 
for survival in the sixties when the 'professional carrot' 
loomed large over city Little Theatres caused two of the above-
named Little Theatres their eventual downfall. Both the 
Thediif^ m ^'•jciheu 
Melbourne Little Theatre (St. Martins) and the Independent^were 
finally overcome by the problems entailed in the management of 
subsidies and grants which conflicted with artistic ideals, so 
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that closure became inevitable. In the early seventies the 
Twelfth Night Theatre in Brisbane faced the same problem; 
mounting costs of a new professional building and a sudden 
change to professional status which conflicted with subsidy 
funding that was never sufficient. The Adelaide Repertory 
Theatre has resorted to hire and lease of its theatre for 
part of each year to meet costs, and to the production, in the 
remainder of the year, of plays predominantly for entertainment. 
The two Little Theatres that continue to exist with strong 
audience support, artistic credibility and financial viability 
without professionalism are the Brisbane Repertory Theatre at 
La Boite and the Brisbane Arts Theatre. 
It is an argument of this thesis that these two Little 
Theatres display superior achievement in the growth, 
development and practical embodiment of the definition of 
Little Theatre when compared to Little Theatres in New South 
Wales, Victoria, South Australia, Perth, Canberra and the rest 
of Queensland. 
The Artistic Directors of these two Little Theatres are 
both young men in their thirties, who expound in the present 
the philosophies of the creator of each theatre and who believe 
fervently in the amateur future of each company. Rick 
Billinghurst, as Director of La Boite, believes that the 
development of theatre in Australia may still evolve through 
Little Theatre because of the reversal of attitudes towards the 
on-going support and subsidy of professional companies. 
Subsidization will be offered for artistic enterprise and 
innovation for a limited time, rather than for the increasing 
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administrative expenditure of large companies. Kevin 
Radbourne, Director of Brisbane Arts Theatre, believes that 
continued audience patronage has confirmed the place of 
/^cf ih»t ri^ere ."h^e Al^ 
Little Theatre in the city of Brisbane des^'H-etht two resident 
professional companies. Both these Little Theatres receive 
substantial annual grants (over $20,000 in 1977 and 1978) 
from the Cultural Activities Department of the State 
Government. There are no other Little Theatres in Australia 
receiving this kind of financial support and government 
recognition. The continued growth and future of Brisbane 
Arts Theatre and La Boite seem secure. Both Little Theatres 
built and perform in their own well equipped theatre buildings; 
both play continuously throughout the year; both have 
professional office staff to administer and manage the 
business affairs of the theatre; both have an audience following 
and utilize this in planning the artistic programme) both 
are active theatres with forward planning in mind; and 
significantly, both operate in a city of 987,000 in direct 
competition with the two resident professional theatre companies 
and the visiting professional groups. 
Throughout Queensland these Little Theatres are well 
known, particularly as they, with Twelfth Night Theatre, were 
the only resident theatre companies in Brisbane for many years 
and were administered with professional ideals and disciplines 
and displayed professional artistic standards. The purpose, 
future, artistic standards and administration of Little Theatres 
in the suburban and country areas vary greatly from those of 
Brisbane Arts Theatre and La Boite. But the object of serving 
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the community remains the same. In the survey of Little 
Theatres conducted in 1977, the suburban and country groups were 
asked to comment on the purpose and future of Little Theatre 
in Queensland. The responses were very similar. The 
purpose of Little Theatre was seen as embodying the following 
ideals: 
to entertain and provide enjoyment 
to provide an interest and outlet for members of the 
community 
to train members in theatrecraft 
to educate the professional actors of the future 
to keep 'theatre' alive in country areas 
to provide social activity 
to introduce drama to a public who receive very little 
to fulfill a creative ethos 
to provide that unique communication between actors and 
audience 
to give as many as possible the opportunity to act and to 
develop acting skills 
to bring together people of all ages in the community and 
provide family entertainment 
to promote knowledge and appreciation of theatre through 
practical participation 
to offer a theraputic form of relaxation for professional 
workers 
to provide for self expression and to build self confidence 
to offer economical theatre for as many as possible. 
Most Little Theatres believe that the future lies in 
practical fulfillment of these ideals. This is dependent upon 
the vi^c(^r of the members, the standards of artistic activity 
and the commitment to the educative purposes for children 
and youth. As the number of Colleges and Institutes offering 
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training for the community in theatre arts increases, it is 
hoped that more knowledge and skill will permeate Little Theatres 
and consequently create a general development in theatre 
at the grass roots level. 
The seventies are years of challenge with new Little 
Theatres being established without subsidy or financial 
assistance and providing venues of performance for the emerging 
drama of new, young playwrights. This challenge mirrors the 
excitement prior to World War II and that which occurred again 
in the early sixties. Between these two were the fifties with an 
emphasis on light entertainment and a general conservative 
approach to plays by both actors and directors. The swell of 
excitement and experimentation in the early sixties can be 
documented in Brisbane in 1962 by several co-incidental events. 
In that year Joan Whalley became Artistic Director of Twelfth 
Night Theatre, Jennifer Blocksidge joined the Brisbane Repertory 
Theatre (La Boite) and Kevin Radbourne joined the Brisbane Arts 
Theatre. Also in 1962 the company now known as the Queensland 
Light Opera Company was formed by David McFarlane, the present 
Director. Two exciting experiments in theatre were Bryan 
Nason's first railway tour in 1963 of the Queensland coastal towns by 
the College Players production of Salad Days and in Brisbane the 
first attempt at a 'new sophistication' for theatre, the late 
night Revue "Let's Go" devised by Russell Jarrett at Brisbane 
Arts Theatre. 
This kind of vitality and stimulation in theatre dwindled 
in Brisbane in the second half of the decade and gave the appearance 
of remaining so until the creation of the two professional 
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companies, the Queensland Theatre Company and the Twelfth 
Night Theatre. The revival in Little Theatre vitality was 
caused by the enormous challenge this professionalism offered. 
Little Theatre ttiroughout Australia has had a 
remarkable history since 1908 when the Adelaide Repertory 
Theatre, the first Little Theatre, was formed. In particular, 
the growth and development of Little Theatre in Australia 
since World War II, as recorded in this thesis, serve to 
explain the significant role Little Theatre has played in 
the theatrical development of the Australian community. 
These foundations must be seen as the basis of a future 
that will thrive. In a sense. Little Theatre has traditionally 
embodied the future of Australian theatre. Actors, plays, 
whole companies and community interest invariably have their 
beginnings in a Little Theatre. Those established Little 
Theatres which grasped at professionalism and attempted a 
swift and complete change of status have not succeeded. 
Those that develop a section of professional activity 
organically, such as the Theatre-in-Education team at the 
Brisbane Repertory Theatre (La Boite), but continue to grow 
with a driving force of amateur support and membership, 
become increasingly eligible for the new kinds of government 
subsidy for innovation programmes. If the temptation of 
'payment for work done' that a totally committed Little 
Theatre member faces can be avoided, then the frustrations of 
artistic accountability to monetary sources will not emerge. 
Little Theatre, as predicted by Ross Thome and Rick Billinghurst, 
may well be the stronghold of theatre in Australia in the near 
future. As the trend in theatrical interest and activity 
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moves away from an entrenched purpose of entertainment by over-
subsidized professional enterprise, it moves towards the 
community theatre where there is total involvement in a 
'laboratory' of experiential activity. This is Little Theatre. 
APPENDIX I 
SOUTH AUSTRALIA 




Adelaide City Ballet 
Contact (if am/) 
Bev Newberry 
Address 
274 Melbourne Street^ 
North Adelaide. 5006 
Adelaide College of 
Advanced Education 
Lawrence Hayes Kintore Avenue, 
Adelaide. 5000 
Adelaide Repertory Theatre 
Inc. 
Veronica Kennedy Box L 1299, G.P.O. 
Adelaide. 5001 
Adelaide Theatre Group David Griggs Sheridan Theatre, 
50 Mackinnon Parade, 
North Adelaide. 5006 
Adelaide University 
Dramatic Society 




Blackwood Players Ros Gourd P.O. Box 55, 
Blackwood. 5051 
Circle Theatre Company Malcolm Blaylock 3 Falcon Street, 
Mile End. 5031 
Community Celebrations Cheryl Stock, Julio Cotton, 
Tony Strachan 
C/- Centre for Community 
Arts, Adelaide C.A.E., 
Kintore Avenue, 
Adelaide. 5000 
Dalebrook Players Idai Clews 26 Beacon Crescent, 
Sea ford. 5169 
Galleon Theatre Group Graham Boyle 18 Horcomb Street, 
Stepney. 5069 
Globe Theatre Steve Brown 41 Mitchell Street, 
Seaton. 5023 
Hills Musical Company P.O. Box 64, 
Stirling. 5152 
Hilltop Players Ted Collingwood 17 David Terrace, 
Morphett Vale. 5162 
Icon Theatre Company 
Kingston College of Advanced 
Education 
Frank Ford 
Ann Moore or 
Gordon Goulding 
36 Carter Street, 
Prospect. 5082 
211 Childers Street, 
North Adelaide. 5006 
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La Mama Theatre 
May fair Light Opera 
Metropolitan Musical 
Theatre Company 
Murray Park College of 
Advanced Education 
Music on Wheels 
New Circus 






4 Crawford Lane, 
Hindmarsh. 5007 
166A Goodwood Road, 
Goodwood. 5034 
P.O. Box 14, 
Norwood. 5067 
15 Lome Avenue, 
Magill. 5072 
54 Thornton Street, 
Kensington. 5068 
29 Hackney Road, 
Hackney. 5069 
George Turner 
Onkaparinga Theatre Group Colin Raison 
98 Billabong Road, 
Para Hills. 5096 
Main Road, 
Oakbank. 5243 
Paperbag Theatre Company Eva Rehorek 26 Watson Street, 
Fullarton. 5063 
Pocket People Puppet Theatre Anne Heitmann G.P.O. Box 397, 
Adelaide. 5001 
Port Adelaide Musical 
Comedy Society 
Wilma Johnson 25 Jetty Street, 
Grange. 5022 
0 Theatre Anne O'Day, Betty Quin 89 Halifax Street, 
Adelaide. 5000 
Salisbury College of Advanced Kay Lindbergs, 
Education David Allen 
Smith Road, 
Salisbury East. 5109 




P.O. Box 48, 
North Adelaide. 5006 
Spectrum Theatre Group Gladys Ashley Flat 12, 
141 Buxton Street, 
North Adeliade. 5006 
St. Jude's Players Marion Bishop 17 Eton Road, 
Somerton. 5044 
Theaterama 26 Bentham Street, 
Adelaide. 5000 
Troika Theatre-in-Education Mary Fairbrother 3 Hoods Road, 
Northfield. 5085 
Troupe David Allen C/- Salisbury C.A.E., 
Smith Road, 
Salisbury East. 5109 
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University of Adelaide 
Theatre Guild 
Avis Urlwin C/- Adelaide University, 
North Terrace, 
Adelaide. 5000 
Vista Players Ken or Peter Campbell 1 Quebec Drive, 
Para Hills. 5096 
Association of Stage and 
Theatre Technicians 
Member Organisations: 
Robyn Seidel P.O. Box 44, 
Rundle Street, 
Adelaide. 5000 
Department of Further 
Education 






Theatre Groups NOT Members of A C T 
Contact (if any) Address 
Australian Dance Theatre 
Bunyip Children's Theatre 




122 Gouger Street, 
Adelaide. 5000 
134 Molesworth Street, 
North Adelaide. 5006 
27 Penang Ave, 
Daw Park. 5041 
Sturt College of Advanced 
Education, 
Sturt Road, 
Bedford Park. 5042 
Dorrens College of Advanced 
Education, 
32 West Beach Road, 
Keswick. 5035 
Drama Department Flinders University, 
Bedford Park. 5042 
Drama Section Jim Vile English Department, 
University of Adelaide, 
North Terrace, 
Adelaide. 5000 
Elizabeth Repertory Society P.O. Box 116 
Elizabeth. 5112 
Gilbert and Sullivan 
Society 
H. Wallace P.O. Box 90, 
Warradale. 5046 
Little Patch Theatre 11 High Street, 
Brighton. 5048 
Mirrabooka Musical Comedy 
Society 
P.O. Box 164, 
Elizabeth. 5112 
Nimbus Productions, Mrs Parrington 24 Sandleheath Road, 
Elizabeth Grove. 5112 
Norwood Theatre Co. 11 Braeside Ave, 
Seacombe Heights. 5047 
Stirling Players D.M. Hillick P.O. Box 47, 
Mount Barker. 5251 
The Group Theatre Co. 15 Glenwood Drive, 
Bellevue Heights. 5050 
Therry Dramatic Society 13 Wilton Terrace, 
Torrensville. 5031 




MELBOURNE LITTLE THEATRE 
List of Plays Presented since Inauguration 1931-1967 
1931 
Producer/Director 
Brett Randall S Hal Percy (Central Hall) 
1932 The Rescue Party 
The Way You Look at it 
The Widow's Cruise 
The Second Man 
All Australian Season -
Traitors 
Van Dieman's Land 
Morning 
The Mystery of Manfred Moon 
Rope 
The Man with a Load of Mischief 
The Soul of Nicholas Snyders 
All Australian Season -
Musical Chairs 
Should a Doctor Tell? 
The Squall 
The Creative Urge 
Anthony and Anna 
The Circle of Chalk 
Brett Randall S Hal Percy (Fawkner Park 
Kiosk) 
Hal Percy (Fawkner Park Kiosk) 
Brett Randall (Fawkner Park Kiosk) 
Hal Percy (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 




The World of Light 
Art and Mrs Bottle 
Uneasy lies the Head 
The Fanatics 
Cock Robin 
Made in Heaven 
Dangerous Corner 
The Marriage of Columbine 
The Eternal Spring 
James Joyce (S.M.) (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
Hal Percy (Fawkner Park Kiosk) 
James Joyce (S.M.) (Fawkner Park Kiosk) 
Donovan Joyce (S.M.) (Fawkner Pk. Kiosk) 
Hal Percy (Fawkner Park Kiosk) 
Brett Randall (Fawkner Park Kiosk) 
Stanley Hollins (S.M.) (Kelvin Hall) 
Stanley Hollins (S.M.) (Kelvin Hall) 
Stanley Hollins (S.M.) (Kelvin Hall) 
Now in St. Chad's, South Yarra (except where otherwise shown) 
Von Horgens Bis Mitternachts 
When the Crash Comes 
Ladies Sil Vous Plait 
Inquest 
Heat Wave 
Science and Sentiment 
Hamlet 
Avalanche 
Brett Randall & Helton Daniell 







1935 The Spot on the Sun 
A Race Apart 
The Soul of Nicholas Snyders 
My Wife's a Great Man 
I Want! 
Habit 
The Man with a Load of Mischief 








Brett Randall S Helton Daniell 
1936 We Travel Alone 
Art and Mrs Bottle 
Squaring the Circle 
Lets Pretend and Cinderella 
Lady Precious Stream 






Brett Randall (Garrick Theatre) 
Brett Randall S Jack Wiltshire 
(Garrick Theatre) 
Brett Randall (Garrick Theatre) 
Brett Randall S Dick Webb 
Brett Randall S Jack Wiltshire 
(Garrick Theatre) 
Brett Randall (Garrick Theatre) 
Brett Randall (Garrick Theatre) 
Brett Randall (Garrick Theatre) 
Brett Randall (Princess Theatre) 
Brett Randall (Princess Theatre) 
Brett Randall (Princess Theatre) 
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i936 cont. The Creeks Had a Word for it 
The Vinegar Tree 
Full House 
Lover's Leap 
A Dramatic Revue in 7 Parts 
Producer/Director 
Brett Randall (Princess Theatre) 
Brett Randall (Adelaide) 
Brett Randall (Adelaide) 
Jack Wiltshire 
1937 Five One Act Plays of Distinction 
The Good Hope 
They All Do 
Five One Act Plays of Distinction 
The Copy and Church Street 




Brett Randall, Edith Bell, Philip 
Johnson 
Brett Randall S Terence Crisp 
1938 The Romantic Young Lady 
Dawn Was Theirs 
What Woman Wants 
Lovers' Leap 
In Theatre Street 
A Race Apart 
Five One Act Plays of Distinction 







Edith Bell, Brett Randall, Peter Randall 
Irene Mitchell 
Collins Hilton (Princess Theatre) 
1939 Eden End 
Lavender Ladies 
The Seven Deadly Virtues 
Take My Advice 
The First Year 
Art and Mrs Bottle 











Henry Allan S 
(Studio) 
Brett Randall 
1940 Queer Cattle Brett Randall 
Petticoat Fever Brett Randall 
French Without Tears Brett Randall 
Oscar Wilde Brett Randall 
The Rescue Party Brett Randall 
Interval Brett Randall 
Collusion Henry Allan 
We Moderns Brett Randall 
Five One Act Plays of Distinction Brett Randall S Henry Allan 
1941 Autumn 















& Irene Mitchell 
1942 Short Story 
Dance with no Music 
The New Tenant 
Tell Me the Truth 
Penny Wise 
The Strange Case of Blondie White 
Saloon Bar 
Brett Randall 
Irene Mitchell (S.M.) 
Brett Randall 
Brett Randall 
Brett Randall (also at Ballarat) 
Brett Randall 
Irene Mitchell 
1943 She Passed through Lorraine 
Skylark 
French for Love 
Love in a Mist 
Shadow and Substance 
Whiteoaks 
Painted Sparrows 



















1944 Love in a Mist 
The Day is Gone 
Drawing Room 
The Little Foxes 
















The Late Christopher Bean 
Green Shutters 
The Wind of Heaven 
Irene Mitchell 




Brett Randall (Intermediate) 
Peter Randall (also at Mildura) 
Brett Randall 
Irene Mitchell 
1946 French for Love 
Outward Bound 
The Constant Sinner 
The Simpleton of the Unexpected Isles 
Stranger's Road 
Acacia Avenue 
Enduring as the Camphor Tree 
Invisible Circus 
Peter Randall (Intermediate) 




Peter Randall (also at Mildura) 
Irene Mitchell (extended season) 
Irene Mitchell 
1947 Lady Killer 
House of Regrets 
Skipper Next to God 
Tell Me the Truth 
The Macropulos Secret 
Young Mrs. Barrington 
Exercise Bowler 
Goodness How Sad 
The Crime of Margaret Foley 











1948 Message for Margaret 
The Mocking Bird 
The Astonished Ostrich 
Vanity Fair 
Laburnum Grove 
To Dream Again 












1949 An Inspector Calls 
Bird in Hand 
Grand National Night 
And No Birds Sing 
Pink String and Sealing Wax 
The White Steed 
Happy as Larry 
The First Mrs Eraser 
Now Barabbas 
Western Wind 
Peter Randall (also at Frankston) 
Brett Randall 








19510 Only an Orphan Girl 
Private Enterprise 




The Linden Tree 





Brett Randall S 
Walter Pym 
Lance Nicholls 











1951 Flowers for the Living 
The Man who came to Dinner 
Blow your own Trumpet 
All over the Town 
Before the Party 
Larger than Life 
A Wind on the Heath 
Night was our Friend 
Master of Arts 
Producer/Director 
Brett Randall s Vernon George 
Alan Burke 
Irene Mitchell 
Brett Randall s Vernon George 
David Reid 
Irene Mitchell 
Brett Randall s Vernon George 
Peter Randall 
Brett Randall s Vernon George 
1952 Doctor's Joy 
The Holly and the Ivy 
The Madwoman of Chaillot 
Captain Carvallo 




Castle in the Air 
Antigone 
The Bear 
Power Without Glory 









Brett Randall S Vernon George 
Irene Mitchell (Union Theatre) 
David Reid 
Irene Mitchell 
1953 Find the Girl 
The Duke in Darkness 
The Cocktail Party 
Wishing Well 
The Flashing Stream 
Johnny Belinda 
The Golden Lover 
It all takes Time 
Harp in the South 
Love me Long 
George Washington Slept Here 
Henry Allan 
Irene Mitchell 
Peter Randall (Union Theatre) 










The Happy Time 
The River Line 
Lord Arthur Savile's Crime 
Figure of Fun 
The Gift 
Madam Tic Tac 
Without the Prince 
Third Person 
The Living Room 
Home and Beauty 
Red Letter Day 
The Burning Glass 
The Petrified Forest 
The Prisoner 
Junior Miss 
I Remember Mama 
The Love of Four Colonels 
The Innocents 
The Guinea Pig 
Winter Journey 
Waters of the Moon 
Serious Charge 
Festival Time 
The Lady from Edinburgh 


































Randall (National Theatre) 
Mitchell 
Randall s Vernon George 
Mitchell (St. Chad's) 













1956 The Secret Tent 
The Orchard Walls 
The Lark 
Job for the Boy 
Sabrina Fair 
I am a Camera 
A Question of Fact 
Tiger at the Gates 
George Fairfax (Arrow) 
Henry Allan (Arrow) 
Irene Mitchell (Arrow) 
George Fairfax (Arrow) 
Irene Mitchell (Arrow) 
George Fairfax (Arrow) 
George Fairfax (Arrow) 
Irene Mitchell (New M.L. T.) 
374 
Year Playwright 




1961 The Splendid Outcasts 
Breath of Spring 
The Elder Statesman 
Epitaph for George Dillon 
Under Milkwood 
Rollo 
Slaughter of St. Theresa's Day 
The Caretaker 
Dylan Thomas 
Peter Kenna (Australian Author) 
Harold Pinter (Everyman Theatre) 
1963 Lullaby 
Who'll come a-waltzing 
Beckett 
Write me a Murder 
Look After Lulul 
Where do we go from here? 
The Keep 
Silent Night, Lonely Night 
The Irregular Verb to Love 
A Touch of the Poet 
The Physicists 













Hugh and Margaret Williams 
Eugene O'Neill 
Fred Durrenmatt 
Burton Graham (Australian Author) 
Noel Coward 
F. S M. Kanin 
Russell Braddon (Australian Author) 
1965 Heartbreak House 
But for Whom Charlie 
Trap for a Lonely Man 
Simple Simon 
G.B. Shaw 
1966 Heat of the Moment 
emce More,with Feeling 
The Cavern 
The Jabberwock 
The Master Builder 
(Australian Author) 
Ibsen 
1967 The Devil's Advocate 
Where's Daddy? 





List of Productions 1945-1976 
375 
Year Play 
1945 The Comedian 
Pride and Prejudice 
4 One Act Plays: 
March Wedding 
Villa for Sale 
That's Murder 
Orange Blossoms 
The Romantic Young Lady 
Author/Adaptor/Transla tor 
Henri Gheon 








1946 The Christmas Carol 
The Sleeping Beauty 
A Child is Born 
You Can't Take it with You 
Traitor's Gate 
Arsenic and Old Lace 
Song out of Sorrow 
The Kingdom of God 
Various 













1947 The Good Humoured Ladies 
The Brontes of Haworth 
The Marvellous History of 
St. Bernard 
Our Hearts were Young and 
Sad 







Skinner S Kimbrough/Jean Kerr Evelyn Wood 
Paul Claudel James Lang 
1948 Pride and Prejudice 
The Song of Bernadette 
Macbeth 
Quiet Weekend 
The Chester Nativity Play 
Jane Austen/Helen Jerome 








1949 Adam the Creator 
Lady Precious Stream 
The Marriage of St. Francis 
Karel s Josef Capek James Lang 
S.I. Hsiung Evelyn Wood 
Henri Gheon/Fr. C.C. Martin- James Lang 
dale, S.J. 
1950 Noah 
The Glass Menagerie 









Murder in the Cathedral 









1952 The Comedian 





1953 The Hour Glass W.B. Yeats 
Parade at the Devil's Bridge Henri Gheon 
Princess in Tartary Daniele Vare 
The Queen of Joy Adapted by Joseph Boon, 
C.SS.R. 
(Genesians' contribution to National Eucharistic Congress) 
James Lang 
James Lang 
1954 (At the Genesian Theatre, 420 Kent Street, Sydney) 
Murder in the Cathedral T.S. Eliot James Lang 
376 
Year Play 
1954 cont. Cockpit 
The Lady's not for Burning 




















1956 The Glass Menagerie 
Shadow and Substance 
The Family Reunion 
Take Two from One 
The Beautiful People 
preceded by The Proposal 
Tennessee Williams 
Paul Vincent Carroll 
T.S. Eliot 












The Queen and The Rebels 
The Dragon 
Jean Jacques Bernard 
Thornton Wilder 






1958 Our Town 
The Vigil 
An Italian Straw Hat 
The House by the Lake 
The Skin of our Teeth 
Thornton Wilder Evelyn Wood 
Ladislav Fodor James Lang 
Eugene Labiche & Mar Michel James Lang 
Hugh Mills Evelyn Wood 
Thornton Wilder James Lang 
1959 Mary of Magdala 
Julius Caesar, 1959 
A Dead Secret 
Ernest Milton Evelyn Wood 
Shakespeare (modern dress) James Lang 
Rodney Ackland Evelyn Wood 
1960 The Critic 
preceded by Return Journey 
The Party 








1961 Lady Precious Stream 
The Cave Dwellers 
Only an Orphan Girl 
Anastasia 





Harcelle Maurette/Guy Bolton 





Michael Pope and 
John Pooley 
1962 The Rivals 
Our Hearts were Young s Gay 
Waters of the Moon 
Ring Round the Moon 
Christmas in the Market 
Place 
R.B, Sheridan John Pooley 
Skinner S Kimbrough/Jean Kerr John Pooley 
N.C. Hunter Brian Farmer 
Jean Anouilh/Christopher Fry John Pooley 
Henri Gheon/Eric Crozier John Pooley 
1963 Hobson's Choice 
Emma 
The Alchemist 
A Touch of the Sun 
A Letter from the General 
The Journey of the Three 
Kings preceded by St. 













1964 She Stoops to Conquer 
The Three Faces of Shakespeare: 
A comedy: Much Ado about 
Nothing 
A history: Richard III 
A tragedy: Anthony S Cleopatra 
Summertime 
Motive for Murder 
The Ivory Door 
Oliver Goldsmith 











Year Author/Adaptor/Traslator Producer.Director 
1965 Richard of Bordeaux 
You Never can Tell 
Hot Summer Night 
Lace on her Petticoat 
Much ado about Nothing 






















1966 The Fan 
Time Remembered 
Arms and the Man 
My Flesh, My Blood 
Trap for a Lonely Man 
Pride and Prejudice 
The Public Prosecutor 
Jane Eyre 
Carlo Goldoni 
Jean Anouilh/Patricia Moyes 
G.B. Shaw 
Bill Naughton 
Robert Thomas/Lucienne Hill 
Jane Austen/Helen Jerome 











1967 Pride and Prejudice 
King Lear 
The Swan 
The Merchant of Venice 
Right You Are! (If you think 
so) 
All for the Best 
Monsieur Perrichon Goes 
Abroad 






Luigi Pirandello/Henry Reed 









1968 The Women of Troy 
Banish Plump Jack 
(Henry IV Parts I S II) 
The Confidence Trick 
The Winslow Boy 
The Secret Tend 













1969 The Innocents 
Based on The Turn of the 
Screw 
Cranford 
The Playboy of the Western 
World 
Mr. Pim Passes by 
The Importance of Being 
Earnest 
Your Obedient Servant 
The Matchmaker 
Spring 1600 
Charlie and The Police 
William Archibald 
Henry James 


















1970 Corinth House 
The Seagull 
A Man for All Seasons 
Sabrina Fair 
A Long Day's Journey into 
Night 
The Admirable Crichton 












1971 The Glass Menagerie Tennessee Williams 
The Tragedy of King Richard II William Shakespeare 
Antigone Sophocles 
A Boston Story Henry James/Ronald Gow 







Author/Adaptor/Translator Producer/Pi rector 
1972 Exit the King 
Uncle Vanya 
The Odd Couple 
Our Betters 
London Assurance 




W. Somerset Maugham 





John V. Trevor 
Nicholas Enright 
Douglas Hedge 
1973 Barefoot in the Park Neil Simon 
Juno and the Paycock Sean O'Casey 
Out of the Crocodile Giles Cooper 
Hay Fever Noel Coward 







1974 The Eagle has Two Heads 
The Comedy of Errors 
Come Blow your Horn 
The Lady's Not for Burning 
Ten Little Niggers 
Christmas Bewitched 
(for children) 











Cheryl V, Haines 
1975 Transcending and David Cregan 
Black Comedy Peter Shaffer 
Adventures in Windmill Land David Bateson 
(for children) 
Richard III 
The Potting Shed 
Drama Studio Workshop Productions: 
The Birthday Party Harold Pinter 
The Daughter-in-law D.H. Lawrence 
William Shakespeare 
Graham Green 
The Man who came to Dinner 
The Queen of Hearts 
(for children) 
Moss Hart S Geo. S. Kaufman 










1976 The Anniversary Bill Macllwraith 
The Barretts of Wimpole Street Rudolf Besier 
Othello 
The Sleeping Prince 
Odd Man In 
Bernadette (during Marian 
Congress) 


















List of Productions 1930 - 1977 
379 
Year Playwright Producer/Director 
At St. James Hall, Sydney 
1930 By Candlelight 
The Marquise 









At the Savoy Theatre, Sydney 
Michael and Mary 
The Silver Cord 
And So-To Bed 
Hindle Wakes 
The Constant Nympth 
The Second Man 
Street Scene 
A Kiss for Cinderella 
The Middle Watch 
At Mrs Beam's 
Othello 
The Circle of Chalk 
The Young Idea 
The Great Broxopp 
Disraeli 
The Merchant of Venice 
Mrs Moonlight 















Louis N. Parker 
William Shakespeare 
Benn W. Levy 











































Once in a Lifetime 
Musical Chairs 
The Ship of Heaven (A.) 
('tfith music by Alfred Hill) 
Strange Orchestra 





John Van Druten 




























Peter Pan (C.) 
Children in Uniform 
Springtime for Henry 
Dangerous Corner 
The Fugitive 
The Plough and the Stars 
The Rose without a Thorn 
Alice Sit-by-the-Fire 
Counsel lor-at-Law 
Cherrie Acres (A.) 
Outward Bound 
And So-To Bed 
The Witch 
Pulcy 
The Distaff Side 
False Colours (A.) 
The Apple Cart 
Squaring the Circle 
Richard of Bordeaux 
The Improper Duchess 















George Kaufman i Moss Hart 
John Van Druten 
Frank Harvey 























































Lady Precious Stream 
The Enchanted Cottage 
The Dybbuk 
The Man with a Load of 
Mischief 
Payment Deferred 
The Black Eye 
The Importance of Being 
Earnest 
Companionate Divorce (A.) 
The Three Sisters 
Theatre Royal 
An Intimate Revue 
Accent on Youth 






























1937 Indoor Fireworks 
Three One-Act Plays 
Anoli the Blind (A.) 
Press Cuttings 
The Tents of the Arabs 
The Lovely Miracle 
Slow Curtain 
Hassan 
At the Conservatorium, Sydney 
Noah 




George Bernard Shaw 
Lord Dunsany 
Phillip Johnson 




George Bernard Shaw 
At the Club Room, 112 King Street, Sydney 
The Cow Jumped Over the Moon 
At the Conservatorium, Sydney 
Boy Meets Girl 
No Incense Rising (A.) 
Remains to be Proved (A.) 
Sumner Locke-Elliott 
Bell & Samuel Spewack 
















1938 1066 and all that Reginald Arkell 
At the Club Room, 112 King Street, Sydney 
Six Characters in Search of Pirandello 
An Author 
Interval (A.) Sumner Locke-Elliott 
Lover's Leap Philip Johnston 
At the Conservatorium, Sydney 
Judgment Day Elmer Rice 
At the Club Room. 112 King Street, Sydney 
The Play's the Thing Ferenc Molnar 
At the Conservatorium, Sydney 
Call it a Day Podie Smith 
At the Club Room, 175 King Street, Sydney 
You Can't Take it with You George Kaufman S Moss Hart 
At the Conservatorium, Sydney 
Winterset Maxwell Anderson 
At the Club Room, 175 Pitt Street, Sydney 












Year Play Playwright Producer/Director 
At the Conservatorium, Sydney 
Housemaster lan Hay 
At the Club Room, 175 Pitt Street, Sydney 
The Children's Hour Lillian Hellman 
At the Conservatorium, Sydney 




1939 Tovarich Jacques Deval 





At the Conservatorium, Sydney 
1066 and all that Reginald Arkell 
At the Club Room, 112 King Street, Sydney 
The Merry Wives of Windsor William Shakespeare 
There is no Armour (A.) A. Lynn Foster 
Shall we go to Tanganyika A.G. Macdonnell 
At the Conservatorium, Sydney 
Dear Octopus Dodie Smith 
At the Club Room, 175 Pitt Street, Sydney 
Daybreak (A.) Catherine Shepherd 
At the Independent Theatre, North Sydeny 
French without Tears 
The Imaginary Invalid 
The Play's the Thing 
Milestones 
Alice in Wonderland (C.) 
Terrence Rattigan 
Moliere 
Molnar; adapt. P.G. Wodehouse 
Edward Knobblock & Arnold 
Bennett 















1940 Anthony and Anna 
Our Town 
Amphitryon 38 
The Corn is Green 
The Little Sheep Run Fast (A.) 
Biography 
The Tempest 
The Importance of Being 
Earnest 
You Can't Take Take it With 
You 
Ask no Questions (A.) 
Penny Wise 
A Man's House 
Painted Sparrows 


























1941 The Life of the Insects 
The Long Christmas Dinner 
Thunder Rock 
A Midsummer Night's Dream 
George and Margaret 
The Bodenwieser Ballet 
The Twelve Pound Look 
The Hale Animal 
Juno and the Paycock 
A House in the Square 
A Little Bit of Fluff 





Choreography by Gertrude 
James Barrie 















G.F. Hole S 
O.D. Bisset 
382 




The Royal Family of Broadway 
George Bernard Shaw 
Edna Ferber s George Kaufman 
Poris Fitton 
John Alden 
194,2 Shout at the Thunder (A.) 
Lady in Danger (A.) 




Children in Uniform 
Good—bye to the Music (A.) 
Macbeth 




George Bernard Shaw 
J.M. Barrie 






















The Time of Your Life 
Sleep No More (A.) 




Toad of Toad Hall (C.) 
Your Obedient Servant (A.) 
Dandy Dick 
Madchen in Uniform 
Death Takes a Holiday 
Oscar Wilde 
Old Acquaintance 
The War of Troy 
Hay Fever 
Young Woodley 















Arthur Wing Pinero 
Christa Winsloe 
Alberta Casallo 
L. s S. Stokes 
John Van Druten 
Jean Giradoux 
Noel Coward 












































1945 Timeless Moment (A.) 
Little Ladyship 
The Cherry Orchard 
The Doctor's Dilemma 
End of Summer 
Awake My Love (A.) 
Three Positions Vacant (A.) 
Romeo and Juliet 
The Long Mirror 
Noah 
The Merchant of Venice 
Macbeth 
The Barretts of Wimpole Street 






























Invisible Circus (A.) 
Hamlet 
Twelfth Night 
Caroline Chisholm (A.) 
The Dream Play 
A Doll' s House 
The Women 
They came to a City 
Maria Stuart 



















Dr. Raoul Cardamatis 
1947 Six Characters in Search 
of an Author 
Antigone 
Volpone 














Madame Bovary (A.) 
The Little Foxes 
Alice in Wonderland 
The Inspector General 
Playwright 










1948 I have been here before 
The Dough Girls 
They Walk Alone 
Jane Clegg 
Mourning becomes Electra 
R.U.R. 
Rusty Bugles (A.) 

















1949 The Melody that got Lost 
Harp in the South (A.) 
The Merry Wives of Windsor 
Father Hal achy's Miracle 
The Male Animal 




A Marriage of Convenience 
A Winter's Tale 
Kjeld Abel 
Ruth Park i Leslie Rees 
William Shakespeare 
Brian Doherty 
James Thurber s Elliott Nugent 














Dr. Raoul Cardamatis 
William Rees 
John Alden 
1950 The Residuary Legatee 
Amphitryon 38 
The Merchant of Venice 
S.S. Glencairn 
The Sunken Bell 
Dark of the Moon 
La Parisienne 
Orney Boy (A.) 
The Chiltern Hundreds 
Julius Caesar 
Shivaram 
The Home of the Brace 
The Mad Woman of Chaillot 
Just for Fun (A.) 


















Laurence H. Cecil 














Mr. Pompous and the Pussycat 
(C.) 
Caroline Chisholm (A.) 
A Long Christmas Dinner 
A Phoenix Too Frequent 
On Monday Next 
Toad of Toad Hall (C.) 
Merchant of Venice 
Beyond the Horizon (Student) 
Peer Gynt (S.U.D.S.) 
The Miser 
Jan Veen (Dancer-American) 
Murder in the Cathedral 
The Miser 
Priyagopal S Lakshman Singh 
The Recruiting Officer 
The Beggar Prince (C.) 























Dr. Raoul Cardamatis 
William Orr 
Doris Fitton 



















1952 Peter Pan (C.) 
Ardele 
Black Chiffon 
The Reluctant Dragon 












Playwright Producer/Pi rector 
1952 Rusty Bugles (A.) (for tour) 




The Cocktail Party 
Vintage Heroes 
Captain oarvaJio 
Black Chiffon (Revival) 
Lazzaro 


























1953 Beauty and the Beast (C.) 
Colombe 
Anne of the Thousand Days 
Buy Me Blue Ribbons (A.) 
The Princess and the 
Swineherd (C.) 
Top of the Ladder 
Death of a Salesman 
The Apple Cart 
The Tinderbox (C.) 
The Grass Harp (Workshop) 
His Excellency 
Le Bourgeois Gentilhomme 
The Water Babies (C.) 
Independently Yours (A.) 




N. Stuart Gray 
Tyrone Guthrie 
Arthur Miller 
George Bernard Shaw 
N. Stuart Gray 
Truman Capote 


















1954 The Innocents 
Captain Brassbound's 
Conversion 
Toad of Toad Hall (C.) 
Pick-Up Girl 
The Cradle Song (Student) 
The Waltz of the Toreadors 
Eternal Night (A.) 
The Merchant of Venice 
The Holly and the Ivy 
The Heiress 
The Two Bouquets 
The Glass Slipper (C.) 
William Archibald, from 
Henry James 
George Bernard Shaw 
A.A. Milne 
Elsa Shelley 





Ruth S Augustus Goetz, from 
Henry James 
E. S H. Farjeon 













1955 Under the Sycamore Tree 
Prunella 
Darkness at Noon 
Pygmalion 
A Midsummer Night's Dream 
Top of the Ladder 
Love of Four Colonels 
The Living Room 
Pygmalion 
Winter Journey 
I am a Camera 




Laurence Housemann & 
H. Granville Barker 
Sidney Kingsley, from 
Arthur Koestler 





Geroge Bernard Shaw 
Clifford Odets 
John Van Druten 















1956 The Rose Tattoo 
Cornerstone (A.) 
Picnic 
A Question of Fact 
Sumner and Smoke 
Naked Possum (A.) 
Adventures of Kathy Kanga 
(A.) (C.) 
Bus Stop 
Waters of the Moon 






















Year Play Playwright Producer/Director 
1957 The Prisoner 
The Light of Asia (Indian 
Dance Drama) 
Tobias and the Angel 
Come Back, Little Sheba 




The Big Knife 
The Little Round House 
(A.) (C.) 
Next Town (Aust.Musical. A 
Peter Scriven Presentation) 
The Cradle Song 
The Lark 
Brigid Boland Peter 0'Shaughnessy 















Gladys Lister S Judith Yardley Doris Fitton 
Book: Kylie Tennatn S Maurice 
Travers: Lyrics/Music: Hal 
Saunders s Iris Mason 






Pr. Raoul Cardamatis 
1958 The Member of the Wedding 
Cat on a Hot Tin Roof 
Waiting for Godot 
The Bunyip s the Satellite 
(A.) (C.) 
Under Milk Wood 




Madchen in Uniform (Student) 
The Matchmaker 



























1959 The Fifth Season 




The Golden Door 
New Clothes for the 
Emperor (C.) 
Time and the Conways 
A View from the Bridge 





















1960 Pirates at the Barn (A.)(C.) 
Clerambard 
Mr. Pompous and the Pussycat 
(C.) 
Caucasian Chalk Circle 
Inherit the Wind 
The Imperial Nightingale (C.) 
Richard II 
Mirandolina 
Hunger of A Girl (A.) 
The Way of the World 
The Enchanted Princess (C.) 
The Crucible 





Jerome Lawrence S Robert E. 
N. Stuart Gray 
William Shakespeare 
Carlo Goldini 


















1961 The Glass Slipper 
Roots 
The Women 
Treasure Island (A.) (C.) 
Galileo 
And So-To Bed 
Beauty and the Beast (C.) 
Phaedra (A.) 
Period of Adjustment 
Lady Precious Stream (Student) 
They Walk Alone 
Swords to the Rescue (A.)(C.) 
The Time of the Cuckoo 
The Rope Pancers 
The Marvellous Story of Puss 
in Boots (C.) 
E. S H. Farjeon 
Arnold Wesker 
Clare Boothe 
Adapt, by Pavid Bateson 
Bertolt Brecht 
J.B. Fagan & Vivian Ellis 





Barbara Vernon & Bee.Robinson 
Arbtur Laurents 
Morton Wishengrad 

















Year Play Playwright Producer/Director 
1962 The Caretaker 
Rhinoceros 
Robin Hood (A.) (C.) 
The Grotto (A.) 
The Bushranger 
One Way Pendulum 
The Tempest (Student) 
Romanoff and Juliet 
The Princess and the 
Swineherd (C.) 
Shadow of Heroes 
Daughter of Silence (A.) 









N. Stuart Gray 
Robert Ardrey 
Morris West 













1963 Twenties Spectacular (A.) 
Gods of Red Earth (A.) 
Mandragola 
Abousir and Aboukir (A.)(C.) 
A Hidsummer Night's Dream 
(Student) 
The Visit 
The Gallant Tailor (A.)(C.) 
Oh Dad, Poor Dad, Mama's Hung 
You in the Closet and I'm 
Feeling so Sad 
The Importance of Being 
Earnes (Student) 
The Fire on the Snow (A.) 
Rosencrantz £ Guildenstern 
Sweet Bird of Youth 
Rashomon 
Peter Pan (C.) 


































Do You Know the Milky Way 
Aladdin (A.) (C.) 
Macbeth (Student) 
Night of the Iguana 
Beckett 
The Three Cavaliers (C.) 
Rusty Bugles (A.) 
The Aspern Papers 
The Miser 
Toad of Toad Hall (C.) 
Archibald MacLeish 























1965 The Marriage of Mr.Mississippi Durrenmatt 
Gaslight Gaieties (A.) 
The Seagull 
All Baba (A.) (C.) 
Julius Caesar in Rehearsal (A) 
Fire on the Snow in 
Rehearsal (A.) 
1066 - And all that (Student) 
The Poker Session 
The Birthday Party 
The Other Cinderalla (C.) 
Poor Bitos 
Children in Uniform 
My Life with an Interval for 
Asperin (A.) 
Return Season of Julius Caesar 
in Rehearsal (A.) 
Fire on the Snow in 
Rehearsal (A.) 
After the Fall 
A Unicorn for Christmas (C.) 






A. Reynolds & R. Arkell 
from Sellar S Yeatman 
Hugh Leonard 
Harold Pinter 
















Music: Leo Packer 













Playwright Producer/Pi rector 
1966 The Deadly Game 
Hans, the Witch and 
the Goblin (C.) 
The Cell (A.) 
Muriel's Virtues (A.) 
The Pirates and the Inca 
Gold (C.) 
A Thousand Clowns 
Romeo and Juliet in 
Rehearsal (A.) 
Hamlet in Rehearsal (A.) 
Chips with Everything 
A Far Country 
The Thwarting of Baron 
Bolligrew (C.) 
Dylan 
A Taste of Honey 
Peter Pan 




























1967 The Family Game 
A Lily in Little India 
Rumplestiltskin (A.) (C.) 
The Lion in Winter 
Canterbury Tales 
How's the World Treating You? 
Rapunzel or The Wrong Side 
of the Moon (C.) 
The Devil's Advocate (A.) 
The Dance of Death 
The Glass Slipper 
The Cocktail Party 
Staircase 
Getting Married 
Halloran's Little Boat (A.) 







N. Stuart Gray 
Pore Schary-from Morris West 
August Strindberg; trans 
Elizabeth Sprigge 



















1968 The Investigation 
Theseus and the Minotaur 
(A.) (C.) 
A Scent of Flowers 
The Prime of Miss Jean Brodie 
The Promise 
The Anniversary 
Max Adrian as G.B.S. 
The Seventh Swan (C.) 
Loot 
The Crucible (Student) 
A Delicate Balance 
She Stoops to Conquer 
Don't Drink the Water 
The Anniversary 
Wait Until Dark 
The Mock Doctor (C.) 
Tango 
The Love of Four Colonels 
(Student) 
Uncle Vanya 
Breath of Spring 




Jay Presson Allen-from 
Muriel Spark 







































1969 From Bach to Front 
Night of Stars (A.) 
The Love of Four Colonels 
Waiting for Godot 
The Merchant of Venice 
Ronne Arnold Dancers (A.) 
The Magic Apron (A.)(C.) 
Everything in the Garden 
Under Milkwood 
The Women 






Australian Contemporary Dance 
Company 
Tony Morphett 
















Year Playwright Producer/Director 
1969 Waiting for Godot 
cont. Tartuffe 
Eden House (A.) 
Circus Boy (C.) 
Narrow Road to the Deep North 
The Unknown Soldier and 
his Wife 
The Affairs of Anatol 







Arthur Schnitzier; adapt. 
by H. Granville-Barker 











1970 A Flea in her Ear 
Raggedy Anne (A.) (C.) 
The Price 
The Rape of the Belt (Student) 
The One Day of the Year (A.) 
Georges Feydeau; trans 
John Mortimer 














The plays presented during these five years were unable to be obtained 
despite correspondence with Doris Fitton herself. 
1976 My Fat Friend 
Relatively Speaking 
The Glass Menagerie 
Saturday Sunday Monday 
Snap 
The Shifting Heart 
Hello and Goodbye 





Eduardo de Fellippo - trans 






Ron House, Dez White, 
John Neville-Andrews, 










1977 Till Bed Us Po Part 









(A.) - Australian 
(C.) - Children 
APPENDIX 
THE ENSEMBLE THEATRE 
















1961 The Double Dealer 
Miss Lonely Hearts 
The Seven Year Itch 
The Buffalo Skinner 
William Congreve 
Howard Teichman 
George Axel rod 
Lonny Chapman 




Design - Jon Ewing 
Choreg- Peggy Watson 
Hayes Gordon 
Choreg- Ronnee Arnold 
1962 Five Finger Exercise 
Billy Liar 
Peter Shaffer Hayes Gordon 
Keith Waterhouse S Willis Hall Hayes Gordon 
1963 Between Two Thieves 
Fairy Tales of New York 
Garden District 
The Tiger and the Typists 
The Physicists 










1964 A Programme of Folk Song 
Gary Shearston with 
Ttie Canterville Ghost 






Lewis John Carlino 





1965 Invitation to a March 
Baby Want a Kiss 
Photo Finish 












1966 The Apple Cart 











1967 Green Julia 
Slow Pance on the Killing 
Ground 
The Owl and the Pussycat 
All Things Bright and 
Beautiful 















1968 Fortune and Men's Eyes 
The Porcelain Year 
The Rimers of Eldritch 
Daphne in Cottage D 











1969 The Real Inspector Hound 
Postscript to a Promise 
The Daughter-in-Law 
Philadelphia Here I Come! 
In the Matter of J. Robert 
Oppenheimer 
Come Laughing Home 
Tom Stoppard 









Keith Waterhouse s Willis Hall John Macleod 
390 
Year 
1970 Have You Any Dirty Washing, 
Mother Dear? 
The Mighty Hunter 
We Bombed in New Haven 
It's a Two Foot Six Inches 
above the Ground World 













1971 The Night Thoreau spent 
in Jail 
Witness/Botticel1i/Next 





Jerome Lawrence S 



























1973 Goldilocks and the Four 
Bears - R Certificate 
The Mundy Scheme 
The Gingerbread Lady 
Jack Sheppard or Anything 









1974 Who's Who? 
The Gentle Island 
Slag 
6 RMS RIV W 





























1977 California Suite 
Medal of Honor Rag 
Alison Mary Fagan 
Boy Meets Girl 
A Marriage 













1978 Jack Heifner Brian Young 
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APPENPIX VI 
COPY OF SURVEY JJESTIONNAIRE OF QUEENSLAND LITTLE THEATRES 
NAME OF GROUP: 
ADDRESS FOR CORRESPONDENCE: 
Question 1 
Please summarize the history of your little theatre group. (Indicate date of foundation, 
first performance, first members, any news items, first constitution, aims and objects.) 
Question 2 
Describe your Group. (Include type of membership; number of members; financial support -
grants, subscription, door-takings; number of plays performed each year; performance area 
hall, own theatre etc.; types of plays; types of audience and numbers; types of programme 
and publicity.) 
Question 3 
Summarize any activities involving Festival participation, interchange with other groups, 
workshops, visiting producers, young peoples' theatre. 
Question 4 
Outline any special, unusual or interesting aspects of your group, or events in your group' 
history. 
Question 5 
What do you consider the purpose of little theatre to be; and what is the future of little 
theatre in Queensland. 
A P P E N D I X VII 
Newspaper Clipping ^ Undated 
392 
A seasoned actor who was in Herv 
bsing told that tha Little Theatre was 
w i th feel ing: "Oh no, not for country 
Whether he thought 
ey Bay a couple of weeks ago., on 
doing "The Loudest Whisper" said 
audiences." 
uculaily of the young 
iictress, Betsy Chew, whom 
she cast in the role of the 
whisperer. 
For Betsy, though only 
16. is one of the rare 
breed of young actresses 
who speak their lines and 




The play, too, is a de-
manding one. which leaves 
no escape route for those 
in the major roles to hide 
. . inadequacy behind facet-
Lillian Hellman s "Thei jousness and mere words. 
Loudest Whisper- is a n caHs for real displays 
we were all dunder-
heads fit only for the 
soft diets usually fed 
to us by amateur 
companies I do not 
know. 
But he was wrong. 
' So much so that any-
one seeing the Little 
Theatre's production this 
week must come away 
convinced that there is 
nothing like a good, strong 
drama to keep an audience 
enthralled, and to bring out 
the best in the actors. 
very good play in all re-
• spects. 
The story is of a vin-
dictive schoolgirl who. in 
thinking of excuses why 
she should not have to 
return to the boarding 
school she dislikes so 
much, comes up with a 
' monstrous tale. 
Her doting grandmother 
l-elieves the girl and the 
result is that the two young 
wo.Tien who run the school 
are overpowered by events 
they can do nothing to 
change. 
The end result is deg-




This play, in the subtlety 
of its writing, puts big de-
cisions on the shoulders of 
the producer, in this case. 
Lyn Dahl. 
The biggest is perhaps 
bof¥ to manage the 
• schoolgirl's whisper. 
Should the girl, though 
unpleasant, be innocent 
of the implications of 
what she is saying? Or 
should she be grown be-
yond her years to a 
fuller undcrstandin:; of 
^ $exual relationships? 
Lyn chose . the latter 
course, and her choice was 















of emotion, and leaves 
long pauses for such dis-
pla\^ to berr full fruit. 
The t»vo main roles 
are (hose of the two 
young teachers, whose 
lives are put on the 
chopping block. 
In them. Trish Cross 
and Dawn Crouch are 
ideally cast for contrast 
Martha (Dawn) must ap-
pear harder and with just 
a h'int of potential mascul-
inity, as against Karen's 
(Trish) soft femininity. 
But more than good 
casting, these two girls rise 
lo the acting demands 
wonderfully. 
Dawn portrays strained 
emotion that finally breaks 
into full flood as near to 
perfection as one is likely 
to see on a small stage 
and many a larger one. 
Honours to 
Trish Cross 
But the honours of the 
whole piece must go to 
Trish Cross. In the final 
scenes she is left to carry, 
with only a few interjec-
tions by other players, the 
tremendous emotional over-
tones by herself, to give 
them meaning and to bring 
them home,, ail the while 
walking a tightrope from 
which a single slip' would 
make the thing maudlin. 
Trish has the audience 
with her all the way. 
Pat Campbell brings 
easy dignity to the rolo 
of the grandmother, a 
wealthy, cultivated old 
woman, 
I liked very much the 
• subtle transformation she 
' underwent from self-
righteous paragon to 
crumbling self-knowledge. 
In the only male role 
of consequence Frans MD-
ler was relaxed and cap-
able, but. like the others, 
rose above himself when 
there was real meat in 
his part. 
TTiis is not to decrj' his 
achievement in brinjnr.g 
the early iigbt relief t'i?t 
his dialoglue called for. 
There is one small criti-
cism — though it was his 
first appearance on stage 
he should know that even 
if his words slip his mind, 
the show must go on. 
Small parts 
"excellent" 
Another pleasing feature 
about the whole play is 
that all the small parts are 
by no means mere padding, 
but are excellent cameos. 
Accomplished actress Pi 
Jack makes the most of the 
theatrical aunt of Martha 
-— and that is a great deal. 
The )Oungsters, Julie 
Caplick. Vilei Clow and 
Delw)n Jeffers, who play 
schoolgirls are a well varie-
gated crowd, with Jane 
Barat outstanding for the 
very t'luiditv of her move-
ment and mobility of the 
face. 
Madge Harding Is the 
down-to-earth housekeep-
er. 
But the delight of all the • 
small ruljs i'> the inailest 
— Rogc;r Smith as a gro;-! 
er> boy, who merely ha>• 
to leer. Ha wouki have '• 
any a;iJier.ce In fits ol i 
laughter. i 
The only fault was th,i»i' 
lines got lost and forgotten, 
here and there — and a«; 
this is a play in which at-; 
mosphere and tension a-e-
built up to a real ciimax.i 
the dialogue must foiiow, 
evenly. '• 
On the other hand \ 
wondered, occasionally, if' 
the prompt, Erin Brown,, 
were not a little tooj 
prompt. j 
Cheerful sets were built I 
by Russ Dahl. ! 
The play is on tonight; 
and on Sunday night at 8J 
p.m. in the Little Theatre.' 
Nev/haven Street. Pialba. i 




List of Productions 1948 - 1978 
Year Playwright 
1948 Three Comedies -
The Miracle Merchant 






An Inspector Calls 
The Green Branch 
Red Wax 
The Bear 






G. s M. Sierra 
1950 Arms and the Han 
Juno and the Paycock 
Riders to the Sea 
Sunday Costs Five Pesos 
Have a Heart, Hr. Jones 
Take Two from One 





G. s H. Sierra 
1951 Under the name of the Tara Players 
Shadow and Substance 
Cradle Song 
The Lady from Edinburgh 
P.B. Carroll 
G. S H. Sierra 
Stuart s Rose 
1952 Our Lady of Fatima Nagle 
Resumption of name Villanova Players 
Journey's End R.C. Sheriff 
1953 The Shop at Sly Corner 
Mexicana -
Sunday Costs Five Pesos 
Soldadera 
The Red Velvet Goat 






1954 Our Hearts were Young and Gay 
The Young and Fair 
Scamps in Paradise 
Adapted by J. Kerr 
N. Richard Nash 
A. Obey 
1955 Cheaper by the Dozen 
Two Dozen Red Roses 
The Righteous are Bold 
To Live in Peace 
Adapted by C. Sergei 
A. de Benedetti 
F. Carney 
V. Rietti 
1956 You Can't Take It With 
Nine Girls 
Song of Bernadette 
A Hundred Years Old 
M. Hart S G. Kaufman 
W.H. Pettit 
Quintero Brothers 
1957 Father of the Bride 
His Excellency 
Corinth House 
Christmas in the Marketplace 
C. Franke 
D. S C. Christie 
P.H. Johnson 
H. Gheon 
1958 Heaven can Wait 
Summertime 
Bamboo Cross 




G. S M. Sierra 
394 
Playwright 
1959 Seven Nuns at Las Vegas 
The Billion Dollar Saint 
Cranford 




Adapted by Martin Coleman 
John Patrick 
Emmanuel Robles, Adapted by Lillian 
Hellman 
1960 Come on Jeeves 
Our Lady of Fatima 
My Three Angels 
The Young and Fair 
Adapted by Guy Bolton 
Nagle 
Sam S Bella Spewack 
N. Richard Nash 
1961 The Vigil 
Han Alive 
Hot Summer Night 






1962 Teahouse of the August Moon 
Mister Angel 




1963 Solid Gold Cadillac 
Bonaventure 
Our Hearts were Young and Gay 
Farewell, Farewell, Eugene 
Howard Teichmann S George Kaufman 
Charlotte Hastings 
Adapted by Jean Kerr 
John Vari 
1964 Dark Heritage 
The Farce of the Devil's Bridge 
Riders to the Sea 
The Man in the Bowler Hat 
Sailor Beware 
A Letter from the General 
Dark Heritage 








1965 Hobson's Choice 
Gaslight 
Juno and the Paycock 




Aldo de Beneditti 
Kenneth Home 
Adapted by 
1966 A Man for All Seasons 
Brush with a Body 
Love Song for Opal 
I Have Five Daughters 




Adapted by Margaret MacNamara 
Harry Segall 
1967 Mary, Mary 
The Glass Menagerie 
Arms and the Han 
The Day's Mischief 
The Night of the Ding-Dong 
Jean Kerr 
Tennessee Williams 
G. Bernard Shaw 
Lesley Storm 
Ralph Petersen 
1968 Under the Sycamore Tree 
Moon on Miracle Bar 
Trap for a Lonely Man 
Arms and the Man 
Diary of Ann Frank 
Stardust 
Sam & Bella Spewack 
Barbara Stellmach 
Robert Thomas 
G. Bernard Shaw 
Frances Goodrich s Albert Hackett 
Walter Kerr 
1969 The Chalk Garden 
Hang Your Clothes on Yonder Bush 
The One Pay of the Year 
A Man for All Seasons 







year Play Playwright 
Shock Tactics 
Pygmalion 
Hang Your Clothes on Yonder Bush 
The Admirable Crichton 
The Rainmaker 
John Dole 
G. Bernard Shaw 
Barbara Stellmach 
Sir James Barrie 
N. Richard Nash 
1971 The Matchmaker 
The Subject was Roses 
The Importance of Being Earnest 
Separate Tables 
Hy Three Angels 
Thornton Wilder 
Frank D. Gilroy 
Oscar Wilde 
Terence Rattigan 
Sam S Bella Spewack 
1972 Two Dozen Red Roses 
Time in Balance 
The Herry-go-round went Round 
Summer of the Seventeenth Poll 
Running Riot 
Ladies in Retirement 





Edward Percy S Reginald Denham 
1973 The Lion in Winter 
Barefoot in the Park 









Who the Hell Needs Whipbirds? 
Come Blow Your Horn 





1975 Rattle of a Simple Man 
Bitter Sanctuary 
The Glass Menagerie 
Blacksmith Billy 




Max Shulman S Robert Paul Smith 
1-976 Plaza Suite 
Trap for a Lonely Man 
Legend of the Losers 





197? The Effect of Gamma Rays on Man-in-
the-Hoon Marigolds 
Butterflies are Free 
Philidelphia, Here I Come! 





1978 Old King Cole 
Bell, Book and Candle 
Ken Campbell 
J. Van Druten 




TWELFTH NIGHT THEATRE 
List of Productions from 1936-1977 














1937 Twelfth Night 
Distinguished Gathering 
(Hay 12 Coronation Day) 
Lavender Ladies 
Precious Bane 
The Cats Cradle 
Hay Fever 





Edward Lewis S Mary Webb 










1938 Love on the Dole 
Party 
What of Michael? 
Outward Bound 










Kaufman S Ferber 
John Van Druten 
Somerset Maugham 






(taken over by Rhoda in 




Rhoda Felgate S 
George Eaton 
1939 I Have Been Here Before 
Indoor Fireworks 
One Act Plays 
Hiss Smith 





John Van Druten 






1940 Traitor's Gato 
The Corn is Green 














1941 The Two Mrs. Carrolls 
Tony Draws a Horse 










1942 First Lady Katharine Dayton S 
George Kaufman 
Rhoda Felgate 





By Candle Light 
The Light of Heart 
Robert Horley 











Year Play Playwright Producer/Director 
19:45 Saloon Bar 





1946 Dear Octopus Podie Smith Rhoda Felgate 
1947 I Remember Mama 
Hamlet 
The Doctor's Dilemma 
Jane Eyre 
George Washington Slept Here 
John Van Druten 
William Shakespeare 
Bernard Shaw 
Helen Grome from novel by 
Charlotte Bronte 






1948 Pear Ruth 
King Lear 
Hamlet 
The Unquiet Spirit 
Build the Mask Again 
Hullabaloo 
Prelude and lugue 
Sunday Costs Five Pesos 
Saint Jean 
Gaslight 
The Twelve Pound Look 
Seven Women 










G. Bernard Shaw 
Patrick Hamilton 
Sir Jam^Barrie 
Sir James Barrie 
Sir James Barrie 















1949 This Happy Breed 
The Sea Shell 
The Second Wedding 
Albert Gates 
The Singing Sands 
Pandora's Box 
Footsteps in the Blackout 
The Language of Love 
The Tempest 
The Winslow Boy 
The Trojan Women of 
Euripides 
The Gleam 












W. Chetham Strode 

















1950 The Skin of our Teeth 
Duet for Two Hands 
The Patchwork Quilt 
Joint Owners in Spain 
Happy and Glorious 
As You Like It 
Quality Street 




The Gloconda Smile 
Polly Perkins of Paddington 
Green 
Androcles and the Lion 




Mary Hayley - Bell 
































Mr. Fothergill Joins the 
Angels 
The Slave with Two Faces 




H. Jean Anouilh 
Kathleen Davey 
Wm. Dinner 














Act III of Children in 
Uniform 
Ophelia 
Villa for Sale 
The Eagle Has Two Heads 
The Happiest Days of your 
Life 
A Midsummer Night's Dream 
While the Circus Passes 
Village Wooing 
The Toymaker of Nuremberg 
Pantaloon 
Playwright 









Sir James Barrie 
Producer/Director 
Joan Whalley 









1952 The Hadwoman of Chaillot 
Cats of Egypt 
Hiracle at Blaise 
Culbin Sands 
*The Dolls 
Hells Out There 
The Cathedral 
The Boy with a Cart 
Dona Clarimes 
The Boy with a Cart 
Castle in the Air 
Venus Observed 
Bonaventure 
Lady Precious Stream 
The Holly and the Ivy 
Jean Giaudoux - adapted 





















































1954 Happy and Glorious 
The Cocktail Party 
Riders to the Sea 
Possession 
*Well, Well 




Objects all Sublime 
Tooth or Shave 
The Theatre 
Guns and the Paycock 
The Lady's Not for Burning 
The Tempest 







Muriel S Sydney Box 
Cyril Roberts 
H.F. Rubinstein 
Noel Coward (Arts Theatre) 
Fred Ferris (Repertory) 
Josephina Niggli 
(Villanova Society) 
























1955 Under the Sycamore Tree 
The Heiress 
King Lear 
Lost in the Stars 
Waters of the Moon 
*Flood 
Samuel Spewack 











1956 Recital Programme by Margaret Wolfit 
The Dark if Light Enough Christopher Fry 
*The Witnesses Clive Sansom 
Major Barbara G. Bernard Shaw 
Macbeth William Shakespare 










The Importance of Being 
Earnest 
Six Characters in Search 
of an Author 
The Murder in the Red Barn 








1957 The Way of the World 
Murder in the Cathedral 
The Enchanted 
The Glass Menagerie 
Bus Stop 













1958 Hotel Paridiso 
'A Spring Song 
Separate Tables 
King Lear 
Under Hilk Wood 
'Ring Out Wild Bells 
The Shadow of Doubt 
The Hatchmaker 
















1959 The Millionairess 
Thor, With Angels 
Le Bourgeois Gentilhomme 
Picnic 
The Tempest 
Waiting for Godot 
Richard of Bordeaux 
The Servant of Two Masters 
Clerambard 

















Eunice Hanger & 
Blanche Lather 








'Summer of the Seventeenth Doll Ray Lawler 
Hamlet William Shakespeare 
'The Well John HcKinney 









1961 I Remember Mama 
Macbeth 
The Return 




Of Mice and Hen 














1962 The Magistrate 
Lysistra 
King Lear 
The Beautiful People 
Jane Eyre 
'Colonial Experience 
Three Plays by Yeats 
'Shipwreck 
'The Ham Funeral 
The Desk Set 
Pinero Joan Whalley 
English version by Pudley Fitts Joan Whalley 
William Shakespeare Joan Whalley 
William Saroyan Joan Whalley 
Charlotte Bronte Blanche Lather 
Walter H. Cooper Joan Whalley 
Yeats John Harris 
Douglas Stewart Rhoda Felgate 
Patrick White Joan Whalley 
William Marchant Blanche Lather 
1963 The Visit 
Henry IV Part I 
The Wrong Side of the Park 
This Property is Condemned 
Suddenly Last Summer 
Four Plays 


















1963 The Imaginery Invalid 
contd. 'We Find the Bunyip 
How Do You Do? 
The Desperate Hours 
Playwright 
Moliere 












'West of the Black Stump 
The Prisoner 
The Harriage-Go-Round 
Jan de Hartog 
William Shakespeare 
Geroge Dibdin Pitt 
Revue 











1965 'The Summer of the 
Seventeenth Doll 
Hacbeth 
The Cocktail Party 
A Game of Numbers 
'Swords to the Rescue 
'And the Big Hen Fly 





Barbara Vernon & Bee Robinson 
(C.) 
Alan Hopgood 
Angela Jeans s Vivian Ellis 
Rhoda Felgate 







1966 A Month in the Country 
Cages - Snowangel S Epiphany 
King Lear 
A Thousand Clowns 
The Birthday Party 
The Wizard of Oz 
Chips with Everything 


























Under Hilk Wood 

















1968 The Fantasticks 
Luv 
Macbeth 
The Admirable Chriton 
Vanity Fair 
Little Malcolm and his 
Struggle Against the Eunuchs 
'The Golden Legion of Cleaning 
Women 
'The Cell 
'Don't Feed the Sharks 
Gigi 















Graham Foreman s 
Barry Routledge 
Wilf Buckler 
Jocelyn Jack & 
Barry Routledge 
Graham Foreman & 
Ian Thomson 
1969 How's the World Treating 
You? 
A Lily in Little India 
If There Weren't Any Blacks 
You'd Have to Invent Them 
















Year Playwright Producer/Pi rector 
1971 A Flea in Her Ear 
Measures Taken 
Real Inspector Hound 
The Daughter-In-Law 
The Caucasian Chalk Circle 
Black Comedy 
The Two of Us 
Fallen Angels 
Butterflies Are Free 
The Government Inspector 
'Flash Jim Vaux 
You're a Good Man Charlie 
Brown 
Feydeau (New theatre Bowen Joan Whalley 
Hills) 
Brecht Bill Pepper 
Stoppard Bill Pepper 
D.H. Lawrence Ron Finney 
Brecht Bill Pepper 
Peter Schaffer Ken Lord 
Hichael Freyn Jon Ewing 
Noel Coward Gary O'Neil 
Leonard Gershe Peter Morris 
Nikolai Gogol Bill Pepper 
Ron Blair Joan Whalley 
Joan Whalley 
1972 The Recruiting Officer 
Trumpets and Drums 
'The Broken Staff 
Much Ado About Nuttin' 
London Assurance 
The Star Spangled Girl 
The Patrick Pearse Motel 
















1973 'The One True Travelling 
Faith Show 
I Never sang for my Father 
The Girl in a Freudian Slip 
Kean 
'The Great Banana Split 
The Promiso 
'The Great Banana Split 
The Loves of Cas McGuire 
'Move over Broadway 




Ken Lord (Revue) 
Arbuzov 












1974 The Country Wife 
Pride and Prejudice 
'Don's Party 
Hot L. Baltimore 
If I Bought Her the Wool 
6 Rms. Riv. Vu 
El Grande di Coca Cola 
Absurd Person Singular 





Gordon Dryland (New Zealand) 
Bob Randall 
Ron House et. al. 
Alan Aychborun 










1975 The Dragon Variation 
Murder Once Removed 
'What If You Died Tomorrow? 
Forgot-me-not-Lane 
The Three Sisters 
'How Does Your Garden Grow? 
Rookery Nook 
"You've Come a Long Way 
Baby" 
Victorian Music Hall 

















1976 Summer and Smoke 
'We Find the Bunyip 













1977 Dangerous Corner 
Somethings Afoot 
'The Currency Lass 
Spiders Web 
'The Season of Sarsaparilla 
Aren't We All 
Something'5 Afoot 
J.B. Priestley 

















"LAW AND THE LADY" 
B.A.T. Produces Play by Miss D. L. Waraker 
"Law and the Lady", a three act comedy by Miss D. L. Waraker, was presented in the 
All Saints' Hall last night in aid of patriotic funds by the Brisbane Amateur Theatres. 
This play has as its basis a divorce law in New South Wales and depicts a husband 
attempting to take advantage of i t , hoist with his own petard when he finds that after all 
he does love his wife. The play runs fairly smoothly throughout. It is, in the main, well 
put together, even if in the beginning it seems to lack definite direction and takes an act 
and a half to limber up. 
It is by no means a bad play, and yet I am not sure that it is a very good one. 
The comedy is at times a trifle precious - an effect strained after rather than achieved 
spontaneously. It is the type of play about which one keeps on asking oneself questions. 
Was Brian Morris as "temperamental" as the programme suggested? Would an artist, not a cad, 
with or without temperament, still in love with his wife or thereabouts, listen to his uncle 
suggesting divorce proceedings which took advantage of his wife's illness, without kicking 
the said uncle down the stairs? Perhaps he was a mere cad. Was the final curtain clear cut 
and decisive? Does Dr. Peter Bridgeman, a kind of clinging vine he-man, obviously in love 
with Jean, as Jean was with him, win out in the end? Brian's final line telling him to go 
to the devil (or is it hell?) is not conclusive on the point. Does he? 
Writer Versus Playwright 
In the actual writing of the play it would seem that the writer has got the better 
of the playwright in a number of longish speeches, which suggest the carefully polished 
periods of the writer rather than the effortless spontaneous talk of normal people. In some 
of these speeches you even have to run your mind back over them, like an involved Latin 
sentence, to get their meaning. Simile is piled on simile, like a writer elaborating a fine 
idea. 
I hope I do not give the impression of carping criticism when I suggest also that 
the play could be improved if there were more pointed exit lines. Some of them are not only 
without point, but difficult to handle as well. 
Well Acted 
But all things considered the play gave a large audience last night a great deal 
of pleasure and plenty of laughs. It is, in the main, well acted, though I am not certain 
whether it is the fault of the auther or the players that few of the characters seem to be 
living people. Too many of them showed weakness in handling lines. They have, to borrow a 
musical expression, no sense of the shaping of a phrase, in moulding the tone of the voice 
to conform to the shape of the phrase. The stage setting could have been improved. That 
wonderful studio of Brians about which we heard so much in the first act, turned out to be 
a barn of a place, with one picture propped against the wall, a couple of easels and a 
chair, with nothing on the bare walls. One solitary picture was left to create all the 
atmosphere. 
The Players 
Colin Luckman played the part of the temperamental artist, and allowed the lines 
to suggest the temperament. Jean Munro was smoothly effective as the untemperamental wife. 
Burma Ford got some vitality into the part of the glamorous Iris, Bill Zornig looked 
anything but a literary "gent". He should beware always of a moustache of any description 
in future. He was a libel on all writers. Ralph Taylor palpably overplayed the part of 
the lawyer. He always seems to have difficulty with straight parts. The remainder of the 
cast were efficient in more or less degree. 
In addition, a one-act play "Strained Relations", by Miss Waraker, was given as 
a curtain-raiser. 
There is a fallacy about the explanation why men sing in their baths. The 
extra resonance is supposed to enhance the voice. It is equally fallacious to think that 
the resonance of a small hall will stand the reverberations of some 20 odd musicians sawing 
through banal music. But Mr. Ian Kirk and his players in their enthusiasm were not to !cnow 
that. 
The play will be repeated this evening for patriotic funds. 
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APPENPIX 
BRISBANE ARTS THEATRE 
Plays Produced from 1936 - 1978 
denotes Australian Play 
Playwright Producer/Director 
1936 Tell He the Truth 
Oliver Twist 
I'll Leave it to You 
The Case of the Frightened 
Lady 
Leslie Howard 






A Bill of Divorcement 
Leave it to Psmith 
The Young Idea 
A.A. Milne 
Clemence Dane 






1938 The School for Husbands 
Alice-Sit-by-the Fire 










1939 'Hiss Smith 
Aren't We All? 
The Bishop Misbehaves 
To Have the Honour 










'Wives Have Their Uses 
'The Battle to the Strong 















Bobby Mack S David Cahill 







1942 'The Cow Jumped Over the Moon 
'Murders are Messy 
The Young Idea 
Nine Till Six 
Dangerous Corner 











1943 Hr. Pim Passes By 
Press Gang 
A Bill of Divorcement 




William Shakespeare Jean Trundle 
1944 Outward Bound 
Freddy Steps Out 
The Circle 
The Long Hirror 





William Shakespeare Jean Trundle 
404 
Year Playwright Producer/Pirector 











1946 The Mocking Bird 
Animal Kingdom 
Byron in Piccadilly 
The Merchant of Venice 
The Unfair Sex 
All Change for Peterborough 














'Your Obedient Servant 
High Tor 
We Moderns 











19'4S 'Invisible Circus 
Julius Caesar 
Night Must Fall 










1949 As You Like It 
Our Town 
Alice in Wonderland 
The Years Between 











1950 Fools Rush In 
Candied Peel 
Heaven and Charing Cross 
Henry V 









1951 Yes and No 
A Hidsummer Night's Dream 
Blithe Spirit 
Our Town 








1952 Treasure Hunt 
The Glass Menagerie 
As You Like It 
The Browning Version 
Ladies in Retirement 
Family Portrait 




Percy S Denham 
Cowen S Coffee 
Morton Smith 
Enid Lewin 










1954 The Light of Heart 
Red Letter Day 
A Hidsummer Night's Dream 
The Man with a Load of Mischief 
Grand National Night 














Xear Playwright Producer/Director 
1955 3 Prize Winning Plays 













1956 Hedda Gabler 
Thieves Carnival 
Julius Caesar 
Book of the Month 
A Question of Fact 
Sabrina Fair 













1957 Time Remembered 
The Confidential Clerk 
As You Like It 
As Long as They're Happy 
A Streetcar named Pesire 
Comedienne 












195:8 The Seven Year Itch 
You Can't Take it with You 
Richard II 
Keep in a Cool Place 
The House by the Lake 
Doctor in the House 
George Axel rod 











1959 Cat on a Hot Tin Roof 
A Midsummer Night's Dream 
Pygmalion 
Ten Little Niggers 
The Waltz of the Toreadores 
The Tender Trap 
Tennessee Williams 
William Shakespeare 
G. Bernard Shaw 
Agatha Christie 
Jean Anouilh 







1960 Dial M. for Murder 
Come Back Little Sheba 























'The Multi-Coloured Umbrella 
Death of a Saleman 
The Admirable Crichton 
The Remarkable Mr. Pennypacker 
'Dot and the Kangaroo 
Blithe Spirit 






L!-' m O'Brien 










1962 Charley's Aunt 
She Stoops to Conquer 
'The Pub at Pelican Creek 
Private Lives 
'Ned Kelly 

























Year Playwright Producer/Director 
1963 Ardele 
East Lynne 
Arms and the Man 
The Caretaker 
Fresh Fields 
Roll Yer Socks Up 
Henry V 
Caesar S Cleopatra 
Dandy Dick 
Toad of Toad Hall 
Jean Anouilh 
Mrs. Henry Wood 


















1964 The Winters Tale 
Oh Dad, Poor Pad, etc. 
Blithe Spirit 
The Little Hut 
Our Town 
As You Like It 
A Taste of Honey 
Present Laughter 
'Down the Coast 
William Shakespeare 
















1965 Juno and the Paycock 
Roll Yer Socks Up 
Run, Run, Run 
Merchant of Venice 
'Pancakes and Extras 
'The Mayor of Muckadilla 
Luther 
The Complaisant Lover 
' The Grass is Always Greener 
The Privat Ear and Public Eye 

























1966 When we are Married 
'Summer Solstice 
Trespass 
The Moon is Blue 
Invitation to a March 
Alice in Wonderland 





' Image in the Clay 
Auntie Mame 
Signpost to Murder 
Harvey 














Jerome Laurence S Robert E.Dse 
Monte Doyle 
Mary Chase 

















1967 Inadmissable Evidence 
Dark of the Moon 
Snow White and the Seven 
Dwarfs 
The Servant of Two Hasters 
Eh? 
' Breakfast with Julia 
Beauty and the Beast 
A Midsummer Night's Dream 
Rattle of a Simple Han 
* These Cats are Dangerous 
Cinderalla 
Come Back Little Sheba 
* The Wrong way out of Bed 
* Trumbo the Clown 
Hidsummer Mink 
John Osb-o rne 
Howard Richardson S 
William flerny 



























Play Playwright Producer/Director 
1968 A Delicate Balance 
Incident At Vichy 
Justice is a Woman 
Generation 
Henry V 
* Trumbo's House 
The Member of the Wedding 
The Man who came to Pinner 
' Black Sambo and the Magic Word 
The Lady's not for Burning 
Entertaining Mr. Sloane 
Period of Adjustment 
Edward Albee 
Arthur Miller 






















1969 A Penny for a Song 
' Swamp Creatures 
Toad of Toad Hall 
Speaking of Murder 
' Raggedyanne 
The Prime of Miss Jean Brodie 
The Merchant of Venice 
There's a Girl in my Soup 
* The Magic Bicycle 
A Day in the Death of Joe Egg 
Alfie 




Audry s William Roos 
Ian Bates S Jay McKee 


















1970 Boeing Boeing 
The Chairs and The Hotor 
Tom Jones 
Bond Honoured 
Enter a Free Man 
When did you last see my 
* You Can't Win 
Macbeth 
Let Sleeping Wives Lie 
Two for the Seesaw 
The Odd Couple 
It's Back! 
Ring Around the Moon 






Mother? Christopher Hampton 
Fran Raymond 
William Shakespeare 
Jean Trundle Memorial Festival 



















1971 Ring Around the Moon 
* The Sentimental Bloke 
You Know I Can ' t Hear you when 
the Water's Running 
Patrick Muldoon and his 
Magic Balloon 
The Devils 





' Coates in Many Colours 
Julius Caesar 
Red Riding Hood 
The Little Foxes 
Wanted One Body 
The Four Seasons 
Aladdin 
The Flip Side 
Jean Anouilh 




























Alan Denby & 
Ron Phillips 
Cath Sparks 
1972 The Flip Side 
Arsenic and Old Lace 
Fairy Tales of New York 
Endgame 
' Lola Montez 
Wynken, Blynken and Nod 
First Night of Pygmalion 
Hugh S Margaret Willians 
Joseph Kesselring 
Queensland Theatre of Puppetry 
J.P. Donleavy 
Samuel Beckett 
Stannard, Benjamin S Burke 
Yvonne Hooper (adaption) 
Richard Huggett 













cont. Relatively Speaking 
The Magic Story Box 
Curtains 
And Miss Reardon Drinks a Little Paul Zindel 
Hansel and Gretel 
Say Who You Are 
The Shadow of a Gunman 











Ray Cooney S Tony Hilton Cath Sparks 
1973 See How They Run 







The Reluctant Dragon 
Once Upon a Mattress 
The Cat in the Hat 
A Song at Twilight 

















Jay Thompson, Marshall Barer S Graeme Johnston 
Dean Fuller 
Jill Morris 
Noel Coward Paul Gerber 
Lew Savage Lew Savage 
1974 Who Killed Santa Claus 
Engaged 
' Puss in Boots 
'The Witch, the Wizard and the 
Giant Cook 
One Way Pendulum 
' Not even a Mouse 
A Man for all Seasons 
' Peter and the Wolf 
Jean 
Fings Ain't Wot They Used T'be 
' Granny's Attic 
'Little Hiawatha and the 
Big Bear 
Will Any Gentleman? 
*Melba 
A Streetcar named Desire 








Trundle Memorial Festival 


















1975 Duet for Two Hands 
A Taste of Honey 
* The Greedy Little Piggy 




* Rip Van Winkle 
' The Pied Piper 
Jean 
Measure for Measure 
The Marriage-go-Round 
The Gazebo 
The Hagic Wishbone 
Witness for the Prosecution 
Half a Sixpence 


















Agatha Christie Jenepher Debenham 
Beverley Cross & Pavid Heneker Ian Thomson 
1976 Last of the Red Hot Lovers 
Ten Little Niggers 
The Heiress 
The Lion in Winter 
Blithe Spirit 
A Funny Thing Happened on 
the Way to the Forum 











Paphne du Maurier 










Andrew McKelvey & 
Robyn Fowler 
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Plan Playwright Producer/Director 
1977 Charley's Aunt Brandon Thomas 
Noonday Demons Peter Barnes 
Leonardos Last Supper Peter Barnes 
Who's Afraid of Virgina Woolf Edward Alkiee 
How the Other Half Loves Alan Ayckboufn 
Abelard and Heloise 
'The Shifting Heart 
AThe Golden Legion of 
Cleaning Women 
Chase He Comrade 




The Jean Trundle Memorial Festival 
Alan Hopgood 
Emlyn Williams 














1978 The Pyjama Game 
Oh Dad, Poor Dad 
Mary Stuart 
Waltz of the Toreadors 
Wait Until Dark 
Nude with Violin 
Murder on the Nile 
Butley 
Prisoner on Second Avenue 







































































































































192S The Dover Road 
Alice-Sit-by-the-Fire 




Thirty Minutes in a St 
THE BRISBANE REPERTORY THREATRE 
List of Productions 1925 -1978 
' denotes Australian Play 
Playwright 
A.A. Hilne 
Sir James Barrie 
Harold Brighouse 
Sir James Barrie 
Gilbert Cannan 




1926 A Bill of Divorcement 
Candida 
'A Happy Family 
Clemence Dane 




1927 Dr. Knock 
Mary Stuart 









Nell Douglas Graham 
1928 The Admirable Crichton 
Jane Clegg 
A Doll's House 
Four Once-Act Irish Plays 
Cathleen Ni Houlihan 
Riders to the Sea 
The Rising of the Moon 
Spreading the News 
Sir James Barrie 













1929 Pear Brutus Sir James Barrie 
Mid-Channel Sir Arthur Pinero 
Captain Brassbound's Conversion G. Bernard Shaw 
'The Touch of Silk Betty H. Davies 





1930 Outward Bound 
flt Hrs Beam's 









1931 Yellow Sands 
'In Beauty it is Finished 
You Never Can Tell 
Uncle Vanya 
E. S A. Phillpotts 
G.L, Dann 





1932 The Laughing Lady 
Many Waters 
'Cherry Acres 
Comedy and Tragedy 











1933 The Roof 
The Rose without a Thorn 
Fashions for Hen 
Mrs Moonlight 




Benn «• i«vy 





1934 Wife to a Famous Man 
Dona Clarines 
An Enemy of the People 
The Return of the Prodigal 
Children in Uniform 
See Naples and Die 
Charley's Aunt 
G.H. Sierra 
S. S J. Alvarez Quintero 
Henrik Ibsen 














She Passed through Lorraine 
Don Abel wrote a Tragedy 
Sheppey 
The Late Christopher Bean 
Clemence Dane 
Lionel Hale 




Mrs. Robert Scott 
Mr. E. Pembleton 
Barbara Sisley 
Barbara Sisley 
1936 Grief Goes Over 
The Dover Road 
Four One Act Plays 
Accent on Youth 
Youth at the Helm 
She Stoops to Conquer 
Lady Precious Stream 
The Roundabout 
Hamlet 























1937 London Wall 




What Every Woman Knows 
The Crime at Blossoms 
John Van Druten 
Ashley Dukes 



















1938 The Duet in Floodlight 
Jacobs Ladder 
'No Incense Rising 
Pride and Prejudice 
Storm in a Teacup 
The Tempest 
Busman's Honeymoon 
Mirror to Elizabeth 
In Theatre Street 
Call it a Day 
J.B. Priestley 
Norman Macowan 


















1939 Death Takes a Holiday 
Housemaster 
'Men without Wives 
Whiteoaks 
Viceroy Sarah 
John Gabriel Borkman 
'A Second Hoses 







George Landen Dann 








1940 Time and the Conways 
The Millionairess 
The Flashing Stream 
The Woman and the Walnut Tr 
George and Hargaret 
Worse things happen at Sea 
1066 and all that 
J.B. Priestley 














1941 Yes My Darling Daughter 
Our Town 
Pygmalion 
Love from a Stranger 
When We Were Married 
Craig's Wife 
Aren't We All 
Mark Reed 
Thornton Wilder 












1942 Quiet Night 
'Foolish Yesterday 















1943 Ladies in Retirement 
Laburnum Grove 
Full House 
Wind and the Rain 
Rebecca 
Heartbreak House 
Percy S Denham 
J.B. Preistley 
Ivor Novello 
Daphne Du Marier 







1944 Night of January 16th 
The Hask and the Face 
The Little Foxes 
They Came to a City 
The Day is Gone 













1945 Tomorrow the World 
Cradle Song 
The Druid's Rest 
'Lightning Strikes Twice 
The Unattainable 
'Sons of the Horning 












1946 'Caroline Chisolm 
The Golden Fleece 
Payment Deferred 
Kind Lady 







1947 'Fountains Beyond 
Black Limelight 
The House of Regrets 
The Importance of Being 
Earnest 
4 One Act Plays 
The Petrified Forest 
The Plays the Thing 
Flare Path 
The Wind of Heaven 


















The Plays the Thing 
Sarah Simple 
One Act Play 
On Borrowed Time 












1949 See How They Run 
The Imaginary Invalid 
A Man about the House 
Much Ado about Nothing 
See How They Run 
One Act Play 
Eden End 
















1950 Peace in our Time 
The Father 
The Chiltern Hundreds 
The Winters Tale 

















1951 The Paragon 
Before the Party 
The Guinea Pig 
The Sacred Flame 
Roland s Michael Pertwee 








Year Playwright Producer/Director 
1952 The Late Edwina Black 
Cockpit 
Lady from the Sea 
Traveller's Joy 
Nine Till Six 
Lace on Her Petticoat 












1953 A Woman's Place 
Summerday's Dream 
Beauty and the Beast 
Wendy Grimwade 
J.B. Priestley 








All Hy Sons 













1955 Jonah and the Whale 
Bell, Book and Candle 
The Love of Four Colonels 
For Better for Worse 
Richard of Bordeaux 
Jane 
James Bridie 














After My Fashion 
Marching Song 
The Sleeping Prince 
Hary Chase 











1957 Relative Values 
Waiting for Gillian 
The Crucible 
The King of Hearts 
Colombe 




Jean Kerr S Eleanor Brooke 
Jean Anouilh 










The Diary of Anne Frank 
Both Ends Meet 
Noel Coward 
HacDougall S Allan 
Roger HacDougall 







1959 The Whole Truth 
The Merchant of Venice 
Trial and Error 
The Great Sabastains 











1960 Nude with Violin 
Gigi 
The Touch of Fear 
Twelfth Night 
Affairs of State 
Silver Wedding 
Noel Coward 
Colette S Anita Loos 
Dorothy s CAmpbell Christie 
William Shakespeare 
Vemeuil 










Intent to Murder 
One More River 















1962 King Henry V 
Ladies in Retirement 
'The Day of the Year 
Pinner at Eight 




Percy s Penham 
Alan Seymour 









Audry J, Taylor 
1963 The Unexpected Guest Agatha Christie 
The Importance of Being Oscar Wilde 
Earnest 
Inherit the Wind Laurence s Lee 





1964 Sound of Hurder 
South Sea Bubble 
Billy Liar 
Richard of Bordeaux 
A Dead Secret 
William Fairchild 
Noel Coward 








1965 Send me no Flowers 
Calamity Jane 
Breaking Point 
Settled out of Court 
Mrs Willie 
The Women 
Norman Barasch s Carol Moore 
Frieman, Webster, Fain 
William Fairchild 
Saroyan s Ceal 
Alan Meville 







1966 The Bad Seed 
The Irregular Verb to Love 
Waiting in the Wings 
They Came to a City 
Kind Lady 
All Baba and the 40 Thieves 
Maxwell Anderson 











1967 Look Back in Anger 
Goodnight Mrs Puffin 
Long Day's Journey into Night 
The Children's Hour 
Semi-Detached 
Look Back in Anger 
The Han 
The Creeper 























The Dumb Waiter 
Roar of Silence 
Five Finger Exercise 
Barefoot in the Park 
Brief Suspicion 
Woman in a Dressing Gown 
The Long and the Short and 
the Tall 
Seduced, Abandoned and 
Bewildered 

























Mrs Mouse Are You Within? 
Come Blow your Horn 
Our Town 
The Owl and the Pussycat 
Tango 
Abksu Arbuzov 
Roger HacDougall S Ted Allan 
















4 i 6 
year Play Playwright Producer/Director 
1970 A Scent of Flowers 
Lovers 




The American Dream 
Johnny So Long 
No Exit 
Private Ear 























1971 Bird Bath 
'While Bennie Waited 
The Birthday Party 
The Killing of Sister George 
'Halloran's Little Boat 
I am a Camera 
Under the Yum Yum Tree 
The Physicists 
'Rooted 






John Van Druten (Workshop) 
Laurence Roman 
Durrenmatt (final play in 
La Boite Cottage) 











1972 'A Refined Look at Existence 
The Price 
'Biggies 
'The Chapel Perilous 
The Watchmaker 
Houses by the Green 
Rod.'tey Milgate 
Arthur Hiller 











'The Sweatproof Boy 
Three Months Gone 
It's a Two Foot Six Inches 
Above the Ground World 

















1974 Daphne in Cottage D 
'The Mating of ulrich Dooley 
'Captain Midnight, V.C. 
This Story of Yours 
The Thwarting of Baron Bolli 
'The Trouble with Gillian 
Fetch me a Fig Leaf 
'The Coming of Stork 
'Stretch of Imagination 
Silence and The Collection 

























The Sport of May Had Mother 
The Women 
Sacred 
A Hidsummer Night's Dream 
A Man's Land (Crossfire) 
Lost 
Vampire 


















Dark of the Hoon 
Hiss Julie 
The House of Bemarda Alba 
'Passports Please 
'The Floating World 
Marat/Sade 
The Innocents 
Musical by Clarrie Evans S 
Judy Stevens 
Barry Oakley 


















Year Play Playwright Producer/Director 
1976 'What's Hade Hagdelane 
cont. Happy Birthday Wanda Jane 
Lysistrata 









1977 The Sea 
Bullshot Crummond 
'In Beauty it is Finished 
The Kiteand the Boat 
'Treadmill 
Grease 
The Caucasian Chalk Circle 
Seneca's Oedipus 
The Gift 
The Unseen Hand 
Romeo and Juliet 
Jack the Ripper 




Ron House et al 
Geroge Landen Dann 
Jill Shearer 
Lorna Bell 






Ron Pember et al 
Simon Carrington S Ian 
















Jo Denver s 
Jan MacLean 
David Bell 
Richard Fotheringham £ 
John O'Toole 
1978 Small Change 
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2 Artistic Director 
2 Production Manager 
3 Resident Designer 
4 Business Manager 
5 Office Secretary 
6 Youth Director 
7 Actors, Actors/Teachers 
8 Playwright-In-Residence 
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10 Mechanist/Construction 
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